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36 RANDY RHOADS TRIBUTE BASS 


What has eight strings, a blue quilted- 
maple veneer and Rend Rhoads’ 
thumbnail enc lly 
Garni’s new custom bass guit. , a one- 
of-a-kind homage to his friendship with 


the dearly departed guitar hero. 


АО BW READERS POLL 

Randy Rhoads rules the Hall of Fame, 
Dave Mustaine and Chris Broderick win 
Best Metal Guitar and Alice in Chains 
snag Best Comeback, Best Riff and more. 


After decades of getting hammered by 
the music industry, Anvil are 1 
what it’s like to wield the pow 
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“Lips” Kudlow talks about the legendary 
Canadian metal band’s long-overdue 
second chance to score a hit of its own. 


54 THEM CROOKED VULTURES 
Combine Led Zeppelin’s blues-inspired riff 
rock with Nirvana's post-punk aesthetic 
and the stoner metal sounds of Queens of 
the Stone Age. What do you get? Them 
Crooked Vultures, rock’s latest supergroup, 
featuring John Paul Jones, Dave Grohl and 
Josh Homme. 

59 Josh Homme reveals the unusual 
guitars, amps and devices that help him 
create his signature tone. 

62 Them Crooked Vultures are just the 
latest in a long line of rock supergroups. 
GW presents a sampling of the 


ET 


phenomenon, from the classiest to the 
craziest. 


64 30 GUITAR HEROES 


As Guitar World continues to celebra 
n publication, we picked 30 gu 
named their own heroes—and the 
surprise you. 


SO THE HISTORY OF GHARVEL 


How a small California guitar parts and 
repair facility kick-started the р 
custom shop revolution and became the 
premiere maker of superfast guitars for 
everyone from Eddie Van Halen to Steve 
Vai to Warren DeMartini. Guitar World 
celebrates the storied history and glorious 
renaissance of Charvel. 


Sth 
s who 
ilts will 


COVER PHOTOGRAPH BY: JUSTIN BORUCHI 


LOG aCe ea GUITAR WORLD 11 


20 SOUNDING BOARD 


Letters to the Editor, and Defenders. 
of the Faith 


23 TUNE-UPS 

Frusciante leaves the Chili Peppers, 
Charred Walls of the Damned, GW 
Inquirer with Darkthrone's Fenriz 
Switchfoot, Slash contest, Dear Guitar 
Hero with Steve Morse, Dokken's setlist, 
and more! 

Betcha Can't Play This 

with Angus Clark of Trans-Siberian 
Orchestra 


148 SOUNDCHECK 

Fender American Special Stratoca 
Telecaster, Egnater Rene; t tube 
head, Godin Signature Summit CT, 
Prestige Classic electric guitar and TC 


Electronic PolyTune polychromatic guitar tuner 


154 AUDIO FILE 

Propellerhead Record digital recording 
software 

156 BUZZ BIN 

Plush Verbrator tube-driven digital reverb 
158 NEW EQ 


The newest and hottest gear 


160 BASS DESIRES 


Chunk Systems Brown Dog and 
Agent 00Funk Mark II pedals 


170 A VULGAR DISPLAY OF POWER 


The onstage rig of Trivium's Corey Beaulieu 


COLUMNS 

94 LEFT-HAND PATH by Ihsahn 
96 TALKIN’ BLUES by Keith wyatt 
98 GUITAR 101 by Jude Gold 

100 IN DEEP by Andy Aledort 


TRANSCRIPTIONS Bass unes инецоео: 


“Black Dog” by LED ZEPPELIN 
“New Fang” by THEM CROOKED VULTURES 


“Over the Mountain” by 022ү OSBOURNE 
“Psychosocial” by SLIPKNOT 138 “Set to Fail” by LAMB OF GOD 
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HERE IS A WIDESPREAD myth 
that all rock supergroups suck. 
The argument is that you can't 
just stick a bunch of great 
musicians in a room and expect the 
chemistry to just happen 
o the contrary, it's been our 
experience that when you put a bunch 
of great musicians in a room, cool things 
do happen. Certainly more cool things 


happen than when you put a bunch of 


mediocre or terrible players in a room. 
Some great examples of superbands that 
have produced super results are Cream, 
Blind Faith, CSN&Y, Bad Company, the 
first David Lee Roth Band, Traveling 
Wilburys, Velvet Revolver, Hellyeah 


and Chickenfoot. 
According to this year's Readers 
Poll results, you can add Them 
Crooked Vultures to that list. When 
we chose the Vultures for this month's 
cover, we figured you'd be interested 
in the story of how the group came 
together. But apparently, their new 
self-titled album is speaking to you 
as well. The band—which consi 
of Led Zeppelin's John Paul Jones, 
the Foo Fighters’ Dave Grohl and 
Josh Homme of Queens of the Stone 
Age—beat the mighty Green Day to 
win Best Alt-Rock Album and came 
in second for Best New Talent. 
‘There were other surprise: 


s 


well, 


М, 
Chaos in a pickup. No nonsense attitude for huge, aggressive and harmonically rich assault. The МайВот 
humbucker was created for the player demanding a powerful pickup with exceptional organic tone оп ёза 


Scatterwound by hand with 43 gauge plain enamel and using a vintage cut, unpolished Alnico У magi 
balanced bass, punchy mids and excellent top end articulation. Double wax potted to eliminate michrophony am 
fitted with 4 conductor wire as standard. Sonic domination has never been this easy or sounded this good! 


Trade and retail enquiries 011 44 1326341313 


www.bareknucklepickups.co.uk 


WOUND, MADE AND PLAYED THE TRADITIONAL WAY - BY HAND 
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ED 


including decisive victories for 
Alice in Chains and Megadeth. We 
assume this means you'd like to 
see more coverage of these bands, 
and the good news is that you 
won't have to wait too long. Look 
for a new column by Megadeth 
virtuoso Chris Broderick in the 
upcoming months, and expect to 
see more transcriptions of songs 
by all the winners throughout the 
year. Our plan is to keep you busy, 
engaged and entertained until 
you surprise us again in our next 

Readers Poll. 
—BRAD TOLINSKI 
Editor-in-Chief 


words can 
express my gratitude for the 
January 2010 issue. Like many 
Guitar World readers, a part of 
my heart died that day in 2004 
when Dimebag Darrell was taken 
from us. In my 37 years of being 
on this planet, only a handful of 
musicians can make me smile 
and cry when I ch for my 
guitar. Dime was the closest 
thing to a brother I've ever had, 
and I celebrate him almost daily. 
Even though he's gone, it's nice to 
know that he's just inches away 
when I need a vulgar display of 
power through my speakers! 

—Steve Sullivan 


TS, 


N able to 
read or talk about Dimebag 
without a tear coming to my 
eye. It’s so tragic how he left 
the world before he was done 
giving, just like Hendrix. No 
one will ever be able to replace 
his masterful riffing, squealing 
and screaming solos. Deepest 
sorrows trom me and everyone 
in Thunder Bay, Ontario. These 
five years haven’t been easy. 

—Jon Kettle 


I thank you for 
the Dime tribute issue. I haven't 
been much of a metal fan since 
the Eighties, but I cannot stay 
у from Dimebag Darrell! The 
guy's enthusiasm for music, musi- 
cians and fans is, to this day, still 
unbelievable to me. Reading the 
pieces on Dime brought smiles 
to my face, tears to my 
made me pick up the guitar for 
a couple hours, which is exactly 
what Dime would have wanted. 
—Sarah Polar 


and 


I your heartfelt 
tribute to the greatest metal 
guitarist of all time. Dimebag’s 
passing crushed me more than 
any other musician who has 
left us, and your January issue 
meant more to me than anyone 
will ever know—especially now, 
since the idiots at УНІ forgot to 
mention him in their 100 Most 
Shocking Music Moments special. 
Apparently, Fergie peeing herself 


SOUNDING 


и 
DIMEBAG 
| 


DIME'S, 
DAD 
REMEMBERS 
HIS 50! 


WAN A 


onstage is more shocking than a 
crazed lunatic shooting a man 
in front of hundreds of people. 
Your magazine holds more 
credibility than anything on 
cable television. 


Harles. 


your recent 
Beatles issue of Guitar Legends, 
but how come there was nothing 


in there about Ringo? Leaving 
him out made the issue feel 
incomplete, though the rest of 
the magazine was well written, 
entertaining and informative. 

ank 


back and 
le on Death 
guitaris Schuldiner in 
the April 2007 issue. Given the 
ircumstances of his untimely 
ing, and its relevance to 
ues currently being debated 
in Congress, I felt it necessary 
to remind people about this 
tory. The article is apolitical 
and pushes forth no agenda, 
but it still seems enormously 


relevant just by laying out 
the circumstances of Chuck’s 
death. As the article pointed 
out, most musicians do not have 
access to health insurance, and 
Chuck Schuldiner's story shows 
that, under the current health 
insurance system, pursuing 
your musical goals can cost you 


BOAR 


your life. For me, your article 
did a better job articulating the 
importance of health care reform 
justby telling Chuck Schuldiner's 
story than any politician has been 
able to do, and did so without 
taking any position on the issue. 

— William Marrinson 


PT believe I won 
an ESP Nergal Hex-7 guitar on 
GuitarWorld.com! This is by far 
the best guitar I've ever played. 
Thank you, Guitar World! 

—Philip Santoya 


DEFENDERS OF THE FAITH 


Rick Patino 

HOMETOWN Long Beach, CA 

BUITARS Jackson Soloist, Peavey 
Vandenberg with DiMarzios and Fender Strat 
SONGS I'VE BEEN PLAYING “Altitude: 

by Jason Becker and “Caprici Di Diablo” by 
Yngwie Malmsteen 

GEAR I MOST WANT Jason Becker 
Signature Paradise Guitar 


he "e 

Ricky Zumbo 

HOMETOWN Utica, NY 

GUITARS Dean Razorback, Dean Dime-0- 
Наде, Takamine Еб5-3305С 

SONGS I'VE BEEN PLAYING "Land of 
Confusion” by Disturbed, “Gimme Three 
Steps” by Lynyrd Skynyrd 

GEAR I WANT MOST DigiTech Harmony 
Man, Dunlop Dimebag wah 


en 


Skel Riffton 

HOMETOWN Akron, OH 

GUITARS 1978 Ibanez Iceman, 2005 Gibson 
Les Paul Standard, 1983 Ibanez Destroyer, 
1989 Fender Strat, Martin 0-16 БТ 

‘SONGS I'VE BEEN PLAYING “Children 
Shouldn't Play with Dead Things" and “We're 
Dead We're All Messed Up” by my band 
October Rising 

GEAR I MOST WANT More guitars! 


ARE YOU A DEFENDER OF THE FAITH? SEND A PHOTO, ALONG WITH YOUR ANSWERS TO THE QUESTIONS ABOVE, TO 
DEFENDERSOFTHEFAITH@GUITARWORLD.COM. AND PRAY! 


SEND LETTERS TO: The Sounding Board, Guitar World, 149 Fifth Avenue, 9th Floor, New York, NY 10010, or email us at Soundingboard@guitarworld.com. 
All subscription queries must be emailed to GWOcustserv@cdsfulfillment.com. Please do not email the Sounding Board with subscription matters. 
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by JOE BOSSO 
HEN THE RED HOT GHILI PEPPERS 


announced they were taking 

an “indefinite hiatus” after 

2006-2007'5 Stadium Arca- 

dium tour, rumors quickly 

spread that all wasn’t right between the 
band and guitarist John Frusciante. 

Frusciante recently put all specula- 

tion to rest and confirmed that he doesn’t 


want to be a Pepper anymore—for the : 
second time, no less. (He first split in 1992 : 


and descended into heroin addiction; he 
rejoined the group in 1998 after kicking 
drugs cold turkey.) Writing on his web site, 
Johnfrusciante.com, the guitarist said that 
his “musical interests have led [him] in a 
different direction" and that *there was no 


} drama or anger involved" in his decision. 


“I really love the band and what we 
did," he wrote. “I understand and value 
that my work with them means a lot to 
many people, but I have to follow my 
interests. For me, art has never been 
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linghoffer is in, as the Chili Peppers return to action , 


! something done out of a sense of duty. It 


is something I do because it is really fun, 
exciting and interesting. 

“Over the last 12 years, I have changed, 
as a person and artist, to such a degree 
that to do further work along the lines I 
did with the band would be to go against 


i my own nature." 


Last October, the Chili Peppers began 


: working with Josh Klinghoffer, an L.A. 
і guitarist/producer who has played with 


PJ Harvey and Beck, among others, and 
as Guitar World was going to press, Kling- 
hoffer announced that he was now, indeed, 
the new Pepper on the block. Well, appar- 
ently not that new—Klinghoffer performed 


i with the band as second guitarist on the 
} Stadium Arcadium tour and has played on 
i some of Frusciante's solo albums. 7 


Lune, Ups [с ay ڪڪ ص‎ 


Charred Walls of the Damned Burnt uttering 


By RICHARD BIENSTOCK 
Photo by CARLOS AMOEDO AND JIMMY HUBBARD 


former Judas Priest singer Tim *Ripp 
Owens, with a sound that reflects Christy’: 
love of all eras of heavy music. 

“Гт а fan of every kind of metal, and 
I put it all in there," Christy says. “1 
mean, I don't see anything wrong with 
having a blast beat in, say, a power metal 
song. If I like it, I did it.” 

Adds Jason Suecof, "To me the album 
sounds like the soundtrack to Richard's 


pret his parts for the album. *With Jason, 
I just told him to take my riffs and make 
them his own," Christy s In general, 
it was exciting to have th amazing 
musicians performing my stuff." 
teners of the Howard Stern Show 
have already had the opportunity tc 
ple Charred Walls ofthe Damned, 
recently played a clip of the album" 
single, “Ghost Town,” on the air. In typical 


O MANY, RICHARD CHRISTY is known primarily for 
the prank phone calls and on-air gags he pulls 
as a staffer on Sirius XM’s Howard Stern Show, 
where, in Christy’s own words, he is often 
regarded as “the idiot.” Metal fi however 
have long held a different view of Chris tolling his 


aggressive and powerful drumming for such seminal i brain, which would be Amon Amarth fashion, the shock jock had a few words of 

acts as Death, Control Denied and Iced Earth. i mixed with King Diamond, Coheed and criticism for his staffer. “He said he liked 
Now, the 35-year-old Christy is returning to his metal } Cambria, and John Carpenter." it,” Christy ‘but he also complained 

roots with a new project, the excellently Christy, who wrote all the that the drums were too loud.” 

named Charred Walls of the Damned. Ап “| KNEW HOWARD music and lyrics for the band’ Which is to be expected. “I knew 


extreme-metal supergroup of sorts, the band WOULD FIND self-titled Metal Blade debut, 
is rounded out by producer Jason Suecof also played all the instruments 
(Trivium, All That Remains) on guitar, bass- SOMETHING TO on the band’s initial demos. He 
ist Steve DiGiorgio (Sadus, ex-Death) and then had his bandmates reinter- 


Howard would find something to bust 
my balls about,” Christ; “He always 
does. But as far as complaints go, that one 
wasn't so bad. 


ABOUT? 
—CHRISTY 


Suecof (left) and Christy 


" 
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CHRIS KABATA (WADE); ETHAN DAVID KENT (CLARK) 


GUILTY PLEASURES 


GUITARISTS SHARE 
THEIR SECRET LOVES 


WITH WHITECHAPEL'S Alex Wade 
a 


SONG “To be honest, I listen to a lot 
of stuff that most metalheads would 
think was lame. But I think you just 
can't listen to metal all the time, so 
one thing I do enjoy listening to a 

lot is the new Cartel album, Cycles. I 
think it is a really good album. There 
is no specific song 
that is my guilty 
pleasure. I just 
like and enjoy the 
whole album in 
general,” 


WEB SITE “I really enjoy Sevenstring. 
org. It's an awesome site, and I post 
on there a lot. There are a lot of gear 
reviews and people talking to each 
and giving advice on gear and using 
seven-string guitars.” 


MOVIE “The [2004] 
movie The Notebook, 
as lame as that 
sounds. I know it's 
definitely real зарру 
and a real girlie 
movie, but overall I 
think that movie is 
really awesome. And 
that's ironic, as it is probably the 
exact opposite of metal.” 

—JOE MATERA 


Head over to GuitarWorld.com to 


see our special gallery of guitars, 
amps, effects and more that were 
just announced at NAMM 2010, 
plus see exclusive videos from the 
convention floor! 
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BETCHA CAN’T PLAY THIS 


[ANGUS CLARK fror DAREDEVIL SQUADRON cred THE TRANS-SIBERIAN ORCHESTRA ] 
a od 


"THIS IS AN EXCERPT from the end of a 
solo I played in the song 'Monster' on the 
most recent Metal Church album. I call 
it 'The Two-Stringer,' because it's played 
mostly on the top two strings. The gui- 
tars are tuned down one half step [law to 
high, E^ Ab Db Gb B^ Eb] on this song, as is 
the bass. 

"The lick is played over a chord 
progression in F# minor that's 
played C#m B A Gêm Fm. At the end 
of the four-bar phrase, the whole 
band pivots and modulates on a 
quick F-to-G change, which brings 
us back to the song's main riff, which 
is in E. I wanted to play something here 
that outlined the underlying chords and 
was kind of flashy, then end with some- 
thing tasty. As I wrote in last month's 'Bet- 
cha,’ if you play something fast, you have to 
follow it with something soulful so people 
know you're a real musician. 

“Bars 1 and 2 are based on a descend- 
ing sextuplet arpeggio pattern that's 
alternate picked and incorporates wide 
intervals and huge finger stretches on 
the high E string. Instead of just playing 


“The Two-Stringer” 
C*m(add9) 


Sva---- 


SEAS 


17-12-17-12- 
ес 14—12 


straight minor and major arpeggios over 
the first three chords, I use the second, 
or ninth, as the lowest note, resulting in 
Cémladd9), Bladd3) and Aladd9) arpeg- 
gios. This not only adds harmonic color 
but also makes the arpeggios easier to 
pick, because I don't have to cross over 
to the G string. For the бт chord, 
playing the ninth didn't sound 
good to me, so I just played a 
straight Gm arpeggio, quickly 
shifting my hand down the B 
String to fret the low Gf note at 
the ninth fret. 

"In bar 3, I play a bluesy lick over F#m, 
using notes from the Fé blues scale [ЕЁ A B 
C C£ E] and some legato phrasing and bend- 
ing to provide textural contrast to all the 
fast, alternate-picked arpeggios. Over the 
quick F-to-G change at the end of bar 4, I 
fall into place with the rest of the band and 
play major third double-stops in a quarter- 
note rhythm." O) 

For more information about Angus Clark, 
visit angusclark.com 


nVnVnYnVnVYnyY sm 
21-16-21-16 21-16-21-16 = 19-14-19-14 19-14-19-14- 
I 17-16 17-16 16-14 16-14 
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Switchfoot 


Electrical Storm 
by JOE BOSSO Photo Бу SARAH STURGES 


HEN SWITCHFOOT BEGAN recording 
their new album, Hello Hur- 
ricane (Atlantic), they had no 
idea what they were doing. Not 
a clue. Even so, the San Diego 
quintet emerged with what 
many are calling their strongest effort yet. 

“Looking back at it, I'm glad we didn't have 
a plan," says the band's singer and guitarist, 
Jon Foreman. “Usually, we have a very rigid 
idea of what an album is supposed to look and 
feel like before we even start it. This time, we 
let the songs guide us. Turned out to be the 
right way to go." 

However, of the 80 or so songs Switchfoot 
tracked, Foreman admits to one overarching 
goal: “We wanted to capture our live sound. 
Some of our past records have been a bit 
restrained. This time, we said, 'Let's give the 
people a taste of what it's like to hear the band 
in concert. ” 


As evidenced by the hard-charging first 
single, “Mess of Me,” and riff-o-ramas like 
“Needle and Haystack Life” and “The Sound 
(John M. Perkins’ Blues),” they succeeded 
wildly. Foreman says the use of vintage amps 
played a big part in nailing a more aggressive 
sonic quality. “We got away from the huge 
new models with dialed-in sounds. You've got 
to make an amp do the talking, not the other 
way around." 

For lead guitarist Drew Shirley, being able 
to spend late nights in Switchfoot's brand- 
new home studio allowed him to “get inside 
the songs and make sure there wasn't one 
wasted note. As every musician knows, when 
you're watching the clock in somebody else's 
$1,000-a-day studio, it can stifle your creativ- 
ity. On Hello Hurricane, I was able to work 
on my own until two in the morning and just 
let go. It was so liberating. Nobody was giving 
me the ‘hurry up’ vibe. I think that’s why the 
guitars sound awesome." С) 


Shirley 
(left) and 
Foreman 


GUITARS (Foreman) 
Supro Ozark, various 
Fender Telecasters 
and Jazzmasters 
Silvertones, Gibson 
Les Pauls and SGs; 
(Shirley) 1963 
Gibson ES-330, 1965 
Epiphone Coronet, 
early Sixties El 
Degas and Eko 
guitars, custom- 
made Gibson Les 
Paul Deluxe 

AMPS (Foreman) 
Fender Princetons 
(black and 
silverface models), 
Gretsch 6163 and 
6150, 1964 Fender 
Bassman; (Shirley) 
Supro Super, early 
Sixties Fender white 
amplifier 

EFFECTS (Shirley) 
various Devi 

Ever fuzz pedals, 
Lovetone Big 
Cheese fuzz, Ibanez 
ADS analog delay, 
Korg Kaoss Pad 


GUITAR WORLD 
INQUIRER 


Fenriz or oARKTHRONE 


You played all the 
instruments on some of 
Darkthrone's releases. 
What inspired you to play 
guitar? 

The hunger to make metal. 
My parents refused to give 
me an electric guitar. I 

had to strum away at the 
nylon-string acoustic guitar 
they bought me. An uncle 
taught me the "Smoke on 
the Water" riff around 1983, 
but I preferred to make up 
stuff. In '84, I finally learned 
ariff Ireally liked-the 
refrain riff to Iron Maiden's 
"Powerslave." 


What was your 
first electric 
guitar? 

An Aria Pro II. 

It didn't matter, 
though. I never 
gave a shit about 
musicians or their 
brands much. 


Were you inspired by any 
particular guitarist? 

No, my approach was 
always pragmatic. The word 
"instrument" means "tool," 
and that's how I always 
used instruments: as tools 
to make my songs. I have a 
loose way of playing guitar. 


Iguess I sound like a sloppy 
Tony Iommi: lots of vibrating 
notes and string pulling. 


What was your first gig 
like? 
I'm probably one of the few 
people in the world who 
played my first gig without 
having attended a gig by 
another band. I was very 
nervous that I wouldn't 
remember the songs, but I 
also worried that the other 
guys would fuck up. To 
this day, I only really trust 
myself...and barely! 

It was in spring 1988, at 
a "battle of the bands" thing 
called Follorocken. Ted 
[Skjellum, a.k.a. Darkthrane 


i guitarist-vocalist Nocturno 


Culto] came to the show 
so he could check us out 
and see if he wanted to 
join the band. I sang and 
drummed at the same time, 
and Ronny [Sorkness], the 
vocalist in Valhall, said my 
vocals sounded walrus-y, 
which was probably very 
true. Amazingly, Ted joined 
Darkthrone after that 919. 


It's well known that 
Darkthrone refuse to play 
live nowadays. Was there a 
specific gig that made you 
want to stop playing out? 
All of them. I didn't even like 
it when people came to see 
us rehearse. Since I was a 
kid growing up with music in 
the Seventies, I only wanted 
to make albums, I never 
saw myself up onstage. Not 
playing live is my religion. 

I could write a book series 
about it. 


What advice do you have 
for guitarists? 

None. Learn yourself. 
Everyone does blues licks 
or Steve Vai over-the-top 
weird shit. Do proper solos 
instead..like Iron Maiden. 7 
—KORY GROW 
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resents 
Your Next 


Slash!” 


ү guitarist teams up with 


( ontest ever! Really. 


Guns N’ Roses pro- + 


ducer Mike Clink produce a three- 
song EP for your band. That would 
be pretty damn sweet! Now, imag 
ine having Slash help write and 


perform, and record on, your single. That : 


wouldn't suck either. 

Toss in a $10,000 Guitar Center shop- 
ping 
Music Man, a chance to open up for Slash 
at his Monster Energy Bash, a develop- 
ment deal with the über-management 
team The Collective, a major feature in 
Guitar World, and your music featured 
on iTunes, and what you have is the best 
freakin’ music contest...ever. 


But were not gonna just give it to } 


pree, new gear from Ernie Ball : 


MSS 


оц have to do a little some- 


thing for u 
To enter this once-in-a-lifetime con- 
st, all your band members must be 18 
years of age or older. After you've cleared 
that hurdle, you must upload three 
original songs, a bio and a group photo 
to YourNextRecord.com sometime 
between February 1 and April 30. You'll 
then be armed with custom-de: 
"widgets" that will let you organicall 
and virally promote your group on your 
band site and social networking sites. In 
mid Мау, the top 250 bands receiving the 
most votes will be evaluated by The Col- 
lective, which will narrow the pack ta 50. 
For the final round, Slash and producer 


signed 


i Clink will pick the winner. 


For a more detailed description of 
contest, see page 8 in this issue of Guitar 
World, visit vour local Guitar Center ог 
go to YourNextRecord.com. 

If you aren't in a band but would still 
like to meet Slash and get a few pointe 
between now and April 30, look for lim 
ed-edition custom-colored Slash picks in 
select packs of Ernie Ball electric guitar 
stri they'll give vou a chance to win an 
exclusive master class with Slash, custom 


rs 


i guitars from Ernie Ball Music Man, Guitar 
Center shopping sprees and more. 
This is the opportunity of a lifetime, 


the kind that can only be provided by 


i Guitar World and friends. 
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STEVE MORSE 


He's a stylistic master of the guitar who has been a member 
of classic rock acts that include Kansas and Deep Purple. 
But what GUITAR WORLD readers really want to know is... 


—finset, from left) ы 


апа Веск 


If you could put together the ultimate five-piece 
rock supergroup, who would be in the band? You 
can choose from musicians living or dead. 
—Phil Murray 
Oh, boy, this is very difficult. On drums, I'd say John 
Bonham. Jeff Beck and Rod Stewart made such a great 
team, so I'd put them on guitar and vocals. On bass, I " 
think Jack Bruce could be great, plus he has a great singing voice. And [keyboard- 
ist] Chuck Leavell from the Allman Broth 


When you first started playing with Deep Purple as the replacement for 
Ritchie Blackmore, did the fans give you a hard time? -Rita MacDowell 
Yes, but I knew what to expect. I knew that even if people were giving me the 
benefit of the doubt, they would still be disappointed to not see the five original 
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FAMOUS PLAYERS 
ANSWER YOUR QUESTIONS! 


guys who did “Smoke on the Water.” But that doesn’t 
mean they should throw bottl Jne of them hit [key- 
boardist] Jon Lord, who w: ight behind me. When 
you have lights in your fi эи only see something 
the moment before it gets to you. I ducked at the last 
second, and the bottle hit Jon. That sucked really bad. 
This was during our very first tour. But we didn't have 
any more of that after we got the first album out [1996's 
Purpendicular]. 


You haven't recorded an 
album with Deep Purple since 
Rapture of the Deep in 2005. 
Do you guys have any plans to 
do a new album? -Larry Elliott 

Yes, we've been kickin' that 
around. We keep looking for that 
bigopenholein the schedule, but 
management keeps plugging it 
up with tours. That's the money- 
making part of the business. 
Making albums is pretty much a 
charity event; you 
still need to do the 
business that pays 
the bills. Records 
are interesting for ш 
the band to make 
and for the fans to hear, but 
nowadays it has almost nothing 
to do with making a living. 


desp purple | 


What was it like playing with Kansas back in 
the Eighties? Did you have 
to play differently than with 
the Dixie Dregs [Morse's long- 
running jazz fusion band]? 
—М а Tobolowsky 

Yeah, I did but certainly not 
too differently. I immediately 
identified with [Kansas guitar- 
ist] Kerry Livgren's writing. I 
thought, Hey, this g s com- 
ing from the same di оп that 
I am. I became friends with the band, and that's really 
how I ended up working with them. It was a struggle 
to figure out what parts I should play. At the time that 
I joined, we didn’t have an extra violinist, and Kerry 
used to switch between playing keyboards and guitar. 
Plus, we had Rich Williams, the great guitar player 
who’s always been in the band. So I was kind of strug- 


gling. It was like, What should I play 
here? Do I take the solo? Sometimes I 
would play violin lines on the guitar, 
and sometimes I was playing things like 
a keyboard arpeggio, or something that 
Kerry wouldn't have done on guitar. 


You just put out a new Steve 
Morse Band album, Out Standing in 
Their Field. Do you think your playing 
on the record is more rock oriented 
because you've been doing all the 
Deep Purple stuff? -Nancy Geraghty 

Good question. Yeah, I think the first 
track, “Name Dropping,” has that “I’ve 
been playing in a rock band for a long 
time" feeling. But I intentionally try 
to change the channel quite a bit dur- 


[“Unnamed Sources”), a cl 
piece [“Вагодие 'n Dream 
ss-type piece [John De 


al guitar 
and a blue- 
re Генет”. 


When you were in high school, did 
you ever carry around a guitar to try 
and pick up girls? -Gus Ducommun 

No, no, no! Everything I did in music 
had the predictable effect of repelling 
girls. I liked girls, but when it came to the 
guitar, I was just like a guy who puts a big- 
ger engine in his car: it's not something 
you do for girls; it's something you do so 
you can go fast and enjoy the rush. And to 
me, all the music I played as a teenager 
was about the adrenaline rush. I loved 
playing fast. I loved thrashing what they 
called “acid rock” and the stuff that led to 
Led Zeppelin. It was a power thing; it was 
not an “I can't figure out how to talk to 
girls" thing. In Augusta, Georgia, the town 
where we were playing in the Sixties, girls 
hated that kind of music. They only liked 
stuff with horns and be-bop moves, with 
three or four singers dressed in the same 
suits dancing back and forth. 


Can you tell me what was the first 


Vith Deep Purple 
bassist Roger 
Glover at Wembley 
Arena, April 28, 
2007; (inset, top to 
bottom) Pastorius, 


Berry and 
ка 


song you learned that really chal- 
lenged you as a guitar player? 
-Doris Duke 

Chuck Berry's intro to *Johnny B. 
Goode.” “Johnny B. Goode" also sounded 
just like [Berry's hits] "Maybelline" and 
"Sweet Sixteen." They were all the same 
song, but it was about being able to make 
them swing. I just loved that. The other 
thing that really thrilled me was when I 
was able to play some kind of facsimile of 
the solo in [the Kinks] “All Day and All of the Night.” 


If you were stuck in a guitar version of Ground- 
hog Day and had to play one of your songs over 
and over, which one would it be? -Al Ruggiero 

Whoa! What a great question. Well, something 
where I could solo and try different things. One of 
the more epic tunes—the longer the better. Some- 
thing like "Travels of Marco Polo," or *Hereafter," 
which is challenging to play and has a lot of room 
for improvisation. 


» What is your favorite Ritchie Blackmore solo? 
John Pistone 
The “Highway Star” solo is classic. It’s got the 
power section, the fast picking part and the melodic 
section in the front. And the pro- 
gression is interesting. We start 
with that song every night, and 
you don’t just pick up a guitar, 
walk onstage and play it—you’ve 
got to be warmed up so you can 
play it in a relaxed way. You can't 
be struggling at all. 


If you walked into a room 
with Jimi Hendrix, Les Paul, Ste- 
vie Ray Vaughan and Jaco Pas- 
torius, who would you talk to 
first, and what would you say? 

—Nick Kirby 

It would be Jaco, because he was а 
friend of mine. I'd say, "What happened that night?" I was 
getting ready to do a show, and they said Jaco was there to 
see me. I said, “Well, bring him back." They said, “Не can't 
come in. You'll have to walk outside to talk to him." It was 
a terrible time in his life. I gave him some money. Shortly 


thereafter, he got mugged, or attacked, and 
he died. We were old friends. So that's the 
first thing I would want to know: *What- ` 
ever happened, and how did you get there? 
Are you doing okay now?" 


Iread that you're also 
a pilot. Have you ever 
flown yourself to a gig 
and had something 
strange happen on the 
way? —Sonny Madsen 

Yeah, decades ago. I was 
flying from San Francisco 
to Salt Lake City. We were 
in my light twin, and even 
though it did have de-icing 
boots, we had a problem 
because a big winter storm 
just sort of appeared. I was 
getting ready to do the 
approach, and I lost one of 
the vacuum pumps that maintains the 
gyroscope instruments—the things that 
tell you up from down. It was nightfall, 
and we were getting ice. We were run- 
ning out of options, so I decided to do the 
approach and go in a little fast. It worked 
out fine, and it was a great learning expe- 
rience. It only when I thought about 
it afterward that I got nervous. 


You play rock, country, jazz, fusion, 
classical and everything else. Did 
you ever want to become a studio 
player? —Richard Gazzo 

Sure, I think every guitarist does 
when they read the credits on albums. 
Duane Allman was a studio gui- 
tar player, and he played on lots 
of different things before and 
during his time with the Allman 
Brothers. And, of course, his 
session with Clapton [Derek and 
the Dominos] sounded amazing. 
It seems like the coolest thing 
in the world. However, since 
I've become good friends with 
[Toto's] Steve Lukather [who is 
an accomplished session player] 
and experienced a little bit 
myself, I've realized it's a diffe 
ent world. Being a session gui- 

arist is different than I would 

have ever imagined. From an employ- 
ment standpoint, it sounds fantastic. 
But for somebody who is used to having 
control of his own musical direction, it 
can be frustrating. 
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"We're big fans of Deftones [Stephen Carpen- 
ter's band], and we like seven-string guitars. 
We've actually got our own custom guitars. 
They're like the Eclipse ESP model, but they 
have seven strings." 


“T love it. I only use a little bit of reverb and 
delay here and there, and that's one of the 
reasons I really like those heads. They let me 
use effects without having to deal with a lot 
of stuff.” 


“Usually, I use three main sounds. One 

will be my clean sound, which I use for 

all the arpeggios on the clean parts; one 

is the distortion sound that I use for all 
the rhythm parts; and the third channel 

is something I made specifically for the 
Music as a Weapon tour. I don't even use it 
now that the tour is over.” 


The band agreed it should be the 
first song on [2009's] Shallow Life 
and also the opening song for the live 
shows. There's an intro to the song 
that was toa long to include on the 
record, but we have it on our demo 
tapes for the song, and we use it as 
our live intro." 


When we put together a set list, 
we always try to maintain a balance 
between new and old songs as well 
as fast and slow songs. 'Underdog' 
is ane of those songs that, because 
of its tempo, fits really well after 
‘Survive. " 


“This is my favorite song to play live. 
It's a mid-tempo song. After the 
previous two songs, which are faster, 
'Fragments of Faith' slows down a 


SURVIVE 
FRAGMENTS 
IM NOT AFRAID 


J 


FRAGILE 
SPELLBOUND 
OUR TRUTH 


i little bit, gets the people into a whole different mood 
i and leads us back to the older material.” 


It reminds me a bit of bands like Rammstein. 
i We've always been big fans of theirs, and 

we wanted to have that same kind of feeling 
throughout this song. It's a very danceable 
song, although the guitar parts are pretty 
heavy." 


"This was our [2002] breakthrough single, and 
normally we wouldn't have it in the middle of the 
i set. But people are more into ‘Spellbound,’ since 
i that's what's playing on the radio, so it was no 

i problem to move it here.” 


i "The video for this song did really well, and since 
the song was also included on Guitar Hero: World 
Tour land Rock Band Unplugged, Rock Band 2 and 
Rock Revolution], all the kids seem to know it. By 
the end of the show, everybady is standing with 
their hands up, making a lot of noise. And really, 
it's a great feeling, because it makes you feel like 
і you've accomplished something." 
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FIND ONE OF FIVE CUSTOM 
COLORED PICKS IN LIMITED PACKS 
OF ERNIE BALL ELECTRIC STRINGS 

for your ch. 


me nd more 


Exclusively at Guitar Center 


ERNIEBALL.COM/SLASH 


EW ALBUM 

N SALE 2-9-10 

aturing guest performances 

Ozzy Osbourne, Kid Rock, Chris Cornell, 
Shadows (Avenged Sevenfold), 

Andrew Stockdale (Wolfmother), 


ashonline.com myspace.com/slash 


NO PURCHASE NECESSARY. A PURCHASE WILL NOT INCREASE YOUR CHANCES OF WINNING. LEGAL RESIDENTS OF THE 50 UNITED STATES (D.C.) 13 YEARS AND OLDER. VOID 
WHERE PROHIBITED. Game ends 5/24/10. Prize claims must be submitted by 6/14/10. For Official Rules, alternate method of entry, prize descriptions and odds disclosure, visit 
www.ernieball.com/slash or see a participating Guitar Center associate. Sponsor: Ernie Ball, Inc., 53-973 Polk Avenue, Coachella, CA 92236. 
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What has eight strings, a blue quilted-maple veneer and Randy Rhoads’ 
thumbnail encased in acrylic? Kelly Garni's new custom bass guitar, a one- 
of-a-kind homage to his friendship with the dearly departed guitar hero. 


BY ALAN DI PERNA 


| PHOTOS BY KELLY GARNI 
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elly Garni's music career came crashing to a halt one drunken 

evening in 1978. That was the night the bassist had a terrible 

fight with his best friend Randy Rhoads. Garni came peril- 

ously close to shooting the legendary guitarist to death during 

the brawl, and ripped from Rhoads' thumb the long fingernail 

that he'd spent a long time growing—either as a glam rock af- 
fectation or for use as a cocaine shovel, depending on who's telling 
the tale. 

Rhoads and Garni made up their quarrel the very next day, but the 
fight marked Garni's departure from Quiet Riot, the band that he and 
Randy had started while still in their teens. Rhoads himself quit Quiet 
Riot shortly after Garni and, of course, attained heavy metal immortality 
with Ozzy Osbourne in the early Eighties. But for Garni, leaving Quiet 
Riot meant leaving rock and roll. He sold his bass guitar and laid aside 
all thoughts of a career in music. His connection with both Randy 
Rhoads and rock music, however, would prove more enduring. 

It was Garni's girlfriend who found the severed thumbnail the day 
after the fight, on a carpet in Kelly's house, where the altercation had 
occurred. Garni has carried the nail with him throughout his post Quiet 


Riot life, which has included stints as a paramedic, a process server and 
a photographer specializing in, among other things, call girl photos, for 
Las Vegas street newspapers and brochures for Nevada's legal brothels. 
For him, the nail is a treasured memento of Rhoads, who died in a plane 
crash in 1982. And for the devoted cult of Randy fans, it has become 
a holy relic on roughly the same order as the Shroud of Turin or a 
fragment of the True C 

"It's not the sort of thing you'd throw away," Garni s; 
meant a lot to me. It's a piece of my friend." 

When he recently decided to return to music, following an appear- 
ance at a Rhoads tribute concert in Vegas, Garni needed to get a new 
bass guitar, and he decided that Randy's thumbnail somehow needed 
to be part of the instrument. “I’m a big believer in mojo,” he says. So 
Garni enlisted the aid of Australian luthier Perry Ormsby to help him 
realize his vision. 

"I heard about Perry on one of the Randy Rhoads tribute web sites,” 
Garni says. “I contacted him, and he turned out to be a great guy. He 
really has the same kind of inner beauty, peace, wisdom and talent 
that Randy had. So I asked Perry, ‘Is there any way we can use Randy's 


. “It always 


Accurate to */- .1 cent 
Viewable in the dark and in sunlight 
Ultra-quiet true-bypass switching 


Buzz Feiten Tuning System? 


PLANET 
waves” 
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) IT'S NOT THE SORT OF THING YOU'D THROW m 


IT'S A PIECE OF MY FRIEND. 


fingernail as an inlay or somehow incorporate it into the b. And Perry 
came up with the brilliant idea of having the nail in acrylic in the shape of 
a plectrum mounted inside the headstock." 

The eight-string bass is loosely based on a Rickenbacker that Garni 
once owned. A quilted maple veneer, stained a lustrous shade of blue, 
rests on an inner core of Tasmanian black wood. The rosewood fing 
board is adorned with Chinese turquoise, Afghan azurite and exotic 
wood inlays that spell out the musical notation for *Hey Joe." "That was 
the first song that Randy ever taught me," Garni explains. The finger- 
board is further bedizened with green, red and blue fiber- 
optic lights. 

Electronic 
pickups with wooden covers. The body's back features a 
laser-etched portrait of Randy as well as a hole in which 
Ormsby embedded microfiche containing transcriptions of 
all the Quiet Riot songs that Garni recorded with Rhoads, 
plus personal notes handwritten by Garni and the luthier. 
All together, Ormsby spent about 56 hours working on the 
bass, spreading the time out over a five-week period. When 
the instrument was finished, he flew to Las Vegas to hand-deliver 
it to Garni. "There are videos of the whole thing on YouTube,” 
Garni says. ^I really enjoyed meeting Perry. I hated to see him go 
back to Australia. 

Тһе instrument will serve Garni well in his new role as the 
bassist for No Sky Today, a band he has formed with Randy's 
elder brother, pianist Kelle Rhoad. s Rhoads, “The band 
came about when Kelly and I did a benefit concert for the 
troops in Ohio about a year and a half ago. A manager named 
Frank Powers liked what he heard and decided to put together 
a group around us. He handpicked the players: [guitarist] 
Wayne Findlay from the Michael Schenker Group, [drummer] 
Scott Phillips from Wasted and a singer named Paul Jones. My 
contribution is very much like Don Airey’s contribution was 


appointments include custom hand-wound 


cal, grand piano, which is what I do.” 

The quintet recorded a debut album at Sonic @ 
Lodge recording studio in Grove City, Ohio. Garni AM 
describes the group's music as “slammin’ and | 
head-bangin’. But it's got a lot of classical influence, 
too. Someone said it's like a cross between Velvet 
Revolver and Alice in Chains-meets-Pantera." At 
press time, No Sky Today were in d ions with f 
two different record labels and hope to release the \ 
album soon. Meanwhile, Garni is keeping busy witha $ 
full schedule of Randy-related fan activities, including | 
his web site, randyrhoads.us. 

And so, more than 32 years after that fateful fight, 
Kelly Garni is picking up the threads of his musical 
career and rocking once again. And with his 
custom Perry Ormsby bass, he's well equipped for 
the gig. One might even say he's nailing it. 

“I wanted the bass to be a tribute to my friend 
as much as it was а good-playing instrument,” \ 
Garni says. *With the nail in there, I feel like a 
little piece of Randy is still onstage with me. 
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Randy Rhoads rules the Hall of Fame, Dave Mustaine and Chris Broderick trounce the 
competition as Best Metal Guitarists, and Alice in Chains snag Best Comeback, Best 
Riff and more. YOU VOTED, WE COUNTED. HERE ARE THE RESULTS. 
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ТОМУ IOMMI MEN 77. 
DAVID GILMOUR MEN 1676 
ERIC CLAPTON Ж 1:76 
ANGUS YOUNG Ш 1196 


Previous Winners: Dimebag Darrell, Kirk Hammett, Edward Van 
Halen, Stevie Ray Vaughan, Jimmy Page, Jimi Hendrix, Joe Satriani 
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BRENT HINDS/BILL KELLIHER (Mastodon) 
54 

MARK MORTON/WILLIE ADLER (Lamb of God) 
И 1 7% 

KERRY KING/JEFF HANNEMAN (Slayer) 

Г РОА 


ADAM DUTKIEWICZ/JOEL STROETZEL (Killswitch Engage) 
иш» 


THEM CROOKED VULTURES — МИ 5 
SUICIDE SILENCE I 1 659% 
BARONESS № 129% 
WINDS OF PLAGUE 7% 
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(Children of Bodom) 
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THEM CROOKED VULTURES Them Crooked Vultures 
26% 
GREEN DAY 21st Century Breakdown 
mmodo 
MUSE The Resistance Peay VULTURES 
ШИ >1% 
KINGS OF LEON Only by the Night 
ШЕШЕ OO? 
Ue No Line on the Horizon 
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BEST VETA! 
Al B UM MEGADETH Endgame 


S5 
MASTODON Crack the Skye 
ИИ 31% 
LAMB OF GOD Wrath 


РЕД 
9) 
ANGUS YOUNG (AC/DC) И 35° AYER World Painted Blood 


JOE PERRY (Aerosmith) Ш 1.1% ; ^y ИП 13% 
WARREN HAYNES (Gov't Mule) Ш 9% b is i e SUICIDE SILENCE 
JOHN MAYER WS% | к, AE ^ E No Time to Bleed 
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" Ruination 
22%4 


Black Gives Way to Blue 
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GENE SIMMONS (KISS) 
NERGAL (Behemoth) 
FLATTUS MAXIMUS (GWAR) 
ABBATH (Immortal) 
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Reiner (left) and Kudlow 
photographed in Los 
Angeles, October 2005 
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After decades of getting hammered by 
the music industry, ANWIL are learning 
what it's like to wield the power. Steve 
"Lips" Kudlow talks about the legendary 
Canadian metal band's long-overdue 
second chance to score a hit of its own. 


BY CHRIS GILL ° 
PHOTOS ВУ ROSS HALFIN 
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OCK MUSIC HISTORY is often viewed with 
= : squinting, unfocused eyes through narrow, 
rose-tinted glasses. One typical example is An 
thony Bourdain's recent claim on his No Res- 
ervations Travel Channel show that the New 
York Dolls *pretty much created punk rock 
and hair metal," and all other music in 1972 
flat-out sucked. In one sweeping, superlative- 
heavy statement, Bourdain totally ignored pro- 
to punks like the Stooges, MC5 and Lou Reed 
(and Link Wray for that matter) 
like David Bowie (who was rocking Ziggy Star- 
dust drag at the time), T. Rex, Alice Со 


glam rockers 


Mott the Hoople, 


Slade and Sweet as well as timeless albuns like the Rolling 
Stones' Exile on Main Street, Deep Purple's Machine Head and 
ZZ Top’s Rio Grande Mud, and countless bands that were in 
peak form then, including the Who and Black Sabbath. 


The documentary film Anvil! The 
Story of Anvil, which w: 
leased on DVD, begins in a similar fash- 
ion, with rock stars and industry folks 
heaping heavy praise on the Canadian 
metal band like Larry the Cable Guy 
pumping cheese on his 7-Eleven nach- 
os. Many of the film's sound bites—such 
as Lars Ulrich’s claim that Anvil “were 
going to turn the music world upside 
down,” ex-Anvil manager Johnny Z's 
remark about how the band etal 
on Metal album established the “basic 
formula for any heavy metal record 
made today” and pretty much every- 
thing coming from the mouth of the 
painfully nerdy Metal Hammer writer 
Malcolm Dome—are exaggerated and 
best ignored. Anvil may have been one 
of the better metal groups to emerge in 
thee Eighties, but they were just 
one of many spokes in a wheel that 
was quickly gaining momentum at the 
time. Contrary to the overblown tes 
timonials, Anvil did not invent thrash, 
and they weren’t much different than 
dozens of metal bands of that era, such 
as Diamond Head, Saxon, Raven, Iron 
Maiden, Venom and Mótley Crüe. 

But look past the hyperbole, and 
you'll find the real story: the one about 
how friendship, conviction and determi- 
nation helped the group survive through 
the years. Director Sacha Gervasi knows 
the band well—he met Anvil in 1982, 
when he was 15, and served as a roadie 
with them for several years—and his 
insights into Anvil seem to have wisely 
guided his directorial vision. Anvil! 
should inspire anyone who aspires to 
make music their liv 
it delivers a sobering reality check. 
Reviewers have described the film as 
Spinal Tap in real life (the plot follows 
avery similar arc), but the scenes that 
show the band getting stiffed by corrupt 
promoters and taking on an endless suc- 
cession of crappy day jobs will hit many 
musicians so close to home that they 
may cry rather than laugh. 

Anvil arrived on the scene in 1981 


as recently 


ihood, even while 
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with the release of Hard 'n' Heavy, but 
their second album, Metal on Metal, 
was the breakthrough effort that made 
the band an underground metal sensa- 
tion, Touring as an opening act and 
appearing at festivals, Anvil enjoyed 
increasing success that peaked when 
they were billed alongside Whitesnake, 
the Scorpions, the Michael Schenker 
Group and Bon Jovi at the Super Rock 
Festival in Tokyo, Japan, in 1984. Un- 
fortunately, management missteps and 
Anvil's failure to sign to a major record 
label thwarted their progress. 

Despite these setbacks, which were 
followed by a revolving door of bass 
players and rhythm guitarists, original 
Anvil members Steve “Lips” Kudlow 
(lead vocals, guitar) and Robb Reiner 
(drums) never gave up. They continued 
to play shows and release albums, even 
though they had to scrape together 
studio funding on their own for most 
of the past decade. In 2006, the band 
reunited with Metal on Metal producer 
Chris Tsangarides (Judas Priest, Yn- 
gwie Malmsteen, Thin | 
the band's 13th album, 7) 
which УН1 Classic Records released in 
September 2009. Anvil! chronicles the 
period that just before Anvil en- 
tered the studio with Tsangarides and 
ends just after the completion of This Is 
Thirteen. 

"Thanks to the documentary's success 
on the independent film circuit, Anvil 
have earned their long-overdue second 
chance and are finally drawing the good 
fortune and rewards they've deserved. 
This year the band opened a handful 
of stadium shows on AC/DC's summer 
tour and appeared at the Download 
and Rocklahoma festivals. Kudlow and 
Reiner are doing well enough to quit 
their day jobs and focus exclusively on 
the band, and they're currently working 
on their 14th album. Anvil have traveled 
over a long, hard road to finally ar- 
rive where they ultimately belong, but 
whatever you do, don't call it а come- 
back. They've been here for years. 


(Kudlow and Reiner | 
onstage in 1982 at the 
Gasworks, in Toronto 


р original Anvil lineup in 1981, 
outside Kudlow's home in Toronto: 


(from left) guitarist/singer Dave 
Allison, Reiner, Kudlow and bassist 
Jan Dickson 


GUITAR WORLD What’s happened for Anvil since the 
film was released? 
STEVE “LIPS” KULDOW Everything has changed. In 
plain, simple terms, we’ve become famous. The movie 
brought us into the public eye, and people know who 
we are, It's not an insane level of recognition, but it's 
very cool. 
GW The band is no stranger to fame, though. 
LIPS Sure, but it still takes a while to get used to it 
again after so many years. 
GW Did you have any idea that the film was going to be 
as successful as it's become? 
LIPS I'm an optimist. I don't live in the same world 
that everybody else does. My wife has pointed out that 
I have my own state of reality. I can see success so 
vividly that it's almost as if I make it happen because 
I've seen it already. It's almost as if I conjured it up. 
It's really weird stuff, man. 
GW It's definitely weird how a 15-year-old kid that 
the band became friends with more than 25 years ago 
grew up to become a famous film writer. [Among his 
many credits, Gervasi wrote The Terminal, made into a 
film by Steven Spielberg in 2004.] 
LIPS We met Sacha Gervasi in 1982. He was a really 
special kid—a hilarious wise guy. Some of the things 
he would say would put us into hysterics. He was 
like that from the minute we met him. We were play- 
ing the Marquee Club in London and he made his 
way through the crazy crowd there, past the stage 
door and into our d room. Anyone who can 
do that has to be a smooth talker who can move fast. 
He offered to show us around London—Abbey Road, 
Carnaby Street—and we took him up on it. He ended 
becoming our roadie. 

I had just come home from a festival in Italy in 
2005 when Sacha sent me an email. I hadn't heard 


from him in about 17 or 18 years. I im- 
mediately wrote back to him, and he 
invited me to visit him in Los Angeles. 
I told him I didn't have enough money 
to fly to L.A., so he said he'd take care of 
it. I wondered what he was up to now. 
When I got there, he pulled up in this 
little blue Jaguar convertible that was 
previously owned by Sean Connery. I 
saw the look in his eyes, and it was that 
15-year-old kid in a man's body. I gave 
him the 10 Anvil albums that he hadn't 
heard and he flipped out. I told him I 
still had the same attitude and that An- 
vil was in the middle of making a new 
album and was going to go on tour. 
About two weeks later, he showed ир 
in Toronto to teli me that he was going 
to make a movie about the band. A lot of 
coincidences, karma and destiny came 
together to lead us to this place. There 
are so many stories within this story, 
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and they all came together at once. Ev- 
erything that I did before this is what 
made this happen. 

GW The film is about karma, but it’s 
also about sticking to what you believe 
in and never giving up no matter how 
difficult things become. 

LIPS It's self-belief. It's almost a form 
of religion. If you were to say that God 
was inside all of us—that he's part of 
all of us, or is all of us—then self-belief 
would be believing in God. You make 
your own parameters in life, and you 
draw your own conclusions. If you sell 
yourself short, that's all you're going to 
get. Once that attitude changed in me— 
it didn’t happen quickly and took years 
to happen—I realized that I was facing 
the last 100 yards. I had to either make 
the best of it or fall behind. The death 
of my father triggered that realization 
about a year befc ze * hcoked up again 
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Kudlow outside 
his Toronto 
home in 1982 


with Sacha. That was a real wake-up call. My father tried to enjoy every 
moment of his life. He showed me that every moment is worth cherishing 
and every day you spend above ground is a good one. True wealth is not 
measured in money but in how many friends you have. 

GW What inspired you to play guitar? 

LIPS When I was eight years old, my dad worked in the downtown area of 
Toronto where there were a bunch of music stores. I would stand outside 
the windows st stare at the guitars. I really wanted to learn to play, 
because those guitars looked so amazing to me. When I was 10, my father 
brought home an electric guitar for the family. I had a brother who was eight 
years older than me who played, so I immediately had an in-house teacher. I 
learned to play "Secret Agent Man" and Rolling Stones s: 

tion" and "Get Off of My Cloud." I liked the Beatles, but playing their music 
was an extraordinary undertaking, because they used uncommon chords. 
GW Your main guitar is a custom semi-hollow Flying V. How did that come 
about? 

LIPS I own a Gibson ES-335 that I got in 1970. You can see me playing it in 
my living room in the film. That was my favorite guitar, but I couldn't take 
it on the road, because it became too precious and it was too cumbersome 
to play onstage. I like to run around a lot when I play. I would use it to play 
two sets a night, and I would play a solo with the drums where I did Ted 
Nugent-style feedback. I really like to make use of that sustain, and noth- 
ing feeds back like a semi-hollow guitar. People have these preconceived 
notions that semi-hollow guitars aren't good for rock music, but it's just a 
different animal, and you have to learn how to control it. A semi-hollow 
guitar is alive, so when you stand in front of an amp it will feed back. You 
need to control the strings with your palm. Even when you're using distor- 
tion, you have to stand pretty close to your amp with a solidbody to get 
harmonic feedback. With the semi-hollow, you can get feedback from any- 
where onstage. 

In 1980, my longtime friend Gary, who works as a technician, had a con- 
nection to a guitar builder named Bob Wojick. I told Gary, “Man, if I could 
only get him to build me a semi-hollow Flying V, that would be my ultimate 
guitar.” Gary talked to Bob, and he said that he could build it, so 1 had Bob 
build me two of them. The body is shaped like a 1958 Gibson Flying V, so 
you have full access to the entire neck, which makes it very easy to play. 
The bridge pickup is also pl: like it is on the '58 V, so it's a little further 
away from the bridge than an SG's pickup. The neck is similar to a 335's but 
a little bit thinner. The body 
is the same thickness as a '58 
V, which is thicker than the 
ones Gibson made in the Six- 
‚ but it's semi-hollow. It 
a maple back and front, 
and the frame is made of 
mahogany. One of them has 
a block through the entire 
body, while the other has a 
half block that only extends 
from the tailpiece to the end 
of the body. I wanted them to 
have slightly different tones 
so I could use them to do 
overdubs. 

GW Do you play any other 
guitars? 

LIPS I'm having another 
semi-hollow V built right 
now by October Guitars. 
"They're an obscure custom 
shop that builds instru- 
ments for my friend John 
Gallagher, who's in Raven. 
I'm trying some new ideas 
on this guitar. The Vs that I 
have right now have ebony 
fretboards, so I’m having a 
maple fretboard with black 
mother-of-pearl inlays put 
on this guitar. It will still 
have a mahogany neck, 
though. I’m using black 
hardware, and ГИ probably 
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Five essential DVDs for aspiring bands 


If you want to be a rock and roll star, we highly 
recommend that you view the following five rock 
documentaries, each of which offers valuable 
lessons for aspiring musicians. 

BY CHRIS GILL 


Metallica: Some Kind of Monster 
It's a small wonder anyone would want to 
form a band after watching the bickering 
and tedious therapy mumbo jumbo that 
weighs down this bloated Metallica docu- 
mentary, shot while the group was record- 
ing St. Anger. 
> LESSON: No band will ever make а good 
metal album when its members wear Hawaiian shirts in 
the studio. 


Dig! 

A look at the simultaneous rise of the Dan- 
dy Warhols and fall of the Brian Jonestown 
Massacre that shows how divergent fates 
can turn friendship into bitter rivalry. 

> LESSON: Confusing a band member's 
mental illness, drug addiction and petty 
jealousy for genius can be hazardous to 
your health. 


і End of the Century: The Story of 
the Ramones 

Some musicians say that a band should 

be like a family. Considering that Johnny 
and Joey Ramone recorded and toured for 
years without talking to each other, we'd 
guess that the Ramones were dysfunction- 
- al enough to be kin. 

b LESSON: Sure, it's possible to form a successful, in- 
fluential band with people you hate, but you'll probably 
end up dying before your time from a drug overdose or 
Cancer. 


wet nes, | Radiohead: Meeting People 
L Is Easy 

This grainy, artsy documentary shot while 
| Radiohead were promoting OK Computer 
tries to make giving an endless number 
of interviews and dealing with thousands 
of fawning fans look like the worst job in 
| the world, but I'm sure someone working 
in an Iowa slaughterhouse would gladly trade places with 
Thom Yorke. 
> LESSON: All the critical acclaim in the world still doesn't 
guarantee that you'll get past the velvet rope at a trendy 
Manhattan nightclub. 


This Is Spinal Tap 

This *rockumentary" may be a spoof, but 
the mishaps and missteps of this fictional 
band are so close to reality that when Ju- 
das Priest released its Metal Works '73-'93 
documentary (now long out of print), 
many fans thought their biography was a 
Spinal Tap sequel. 

b LESSON: Staying in school at least long enough to learn 
the difference between the symbols far feet and inches 
is a very wise idea. 


still go with a Gibson pickup, because that's 
what Гуе been using my entire career. The 
rest of the construction is virtually the same, 
although the maple top is carved. One of my Vs 
has a laminated top. 

I've been using Epiphone guitars as well 
lately. I have a 1961 reissue-style Epiphone SG, 
and that has full access to the frets all the way 
up the neck. I love to scream on the 
The other Epiphone I have is the 1958 
a Flying V. I play both of those guitars 
a lot. I actually like the Epiphones more than 
the Gibsons I've played lately. The finish on 
the necks feels smoother and better, although 
I prefer the sound of Gibson pickups, so I put 
those in my Epiphones. It only makes a little 
difference in the tone, but I just feel more com- 
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fortable knowing it’s a Gibson pickup in there. 
GW I noticed that you have silverface Fender 
Twin Reverb amps in your backline. 

3 I love the sound of a Twin. It's an open- 
back amp, so the sound goes everywhere, 
which makes it even easier to get feedback. 
And they're really loud. Tm running those 
amps with the volume at only two and a half, 
maybe three. They have a master volume con- 
trol with pull boost, but I don't use that. I run 
the thing completely clean, with all of the tone 
controls at 10. 

GW So what's the source of your distorted tone? 

3 In the early Eighties, I went to Japan, and 
they had a hundred different distortion pedals 
bought this tiny nine-volt battery- 
powered amplifier that I wanted to use in the 


for sale. I 


dressing room. I tried all of these ped- 
als, and I found this Tok 
pedal that sounded amazing. It cap- 
tured all of the nuances of my playing, 
even when I was using that little piece- 
of-junk amplifier. When I got home, I 
plugged the pedal into my Twin, and it 
blew me away. I couldn't believe what I 
was hearing. Over the years I found out 
that pedal is identical to the Boss DS-1 
There's virtually no difference, so that's 
what I use now. 

GW You sometimes play the guitar with 
a vibrator. How did you come up with 
that idea? 
LIPS In the £ 
battery-powered motorized toy cars 
called Motorific. When I was 10 years 
old, I was playing with one while my 
guitar was plugged in, and I could hear 
the motor through the pickups. When 

I started Anvil about nine years later, 
we were first called Lips, because all of 
the songs were going to be about sexual 
stuff. I wrote a song called “Bondage,” 
and I came up with the idea of u 
a vibrator to play the guitar, beca 
I knew that the sound would come 
through the pickups. I could also use it 
as a bottleneck and bang on the strings 
with it. If I got a vibrator with a vari- 
able speed control, I could make it 
sound like a Harley-Davidson. I actual- 
ly used a vibrator in the studio to record 
the intro to the song *Motormount." 
That's actually the vibrator going up 
the strings, and the guitar is tuned to an 
E chord. 

GW The metal scene has changed a lot 
since Anvil first came along. How do 
you think the band fits in now? 

S The electric guitar is still grow- 

ing and becoming things that it never 
was before. I think that we still haven't 
entered its renaisse yet. At the same 
time, it's extraordinarily redundant, but 
look at all of the different types of music 
that the electric guitar has inspired. It's 
universal, and i rtually taken the 
place of orchestration. There aren't as 
many clarinet or saxophone players to- 
day, so your chances of finding the next 
Benny Goodman are a lot less than your 
chances of finding a thousand Yngwie 
Malmsteens. There are a lot of great 
guitar players in basements all over the 
world. Today our kids love the § 
music that we do, and that's because it's 
all electric guitar music. The lines be- 
tween genr arting to blur. 

I think we're going into an age where 
genres will no longer exist. There will 
just be music that you like or don't like. 
I was born in 1956, which is about the 
same year that rock and roll was born. 
My lifespan covers the entire history of 
rock, from Elvis Presley onward. Here 
I am at 53 years old, and Elvis is still 
considered cool. So is Chuck Berry. You 
can say the same thing about Johnny 
Winter, Ted Nugent and Jimi Hendrix. 
And you can say the same thing about 
Anvil. We're not going away. 
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BLUES-INSPIRED RIFF ROCK 


WHAT DO YOU GET? 


THEM GROOKED VULTURES, 


ROCK S LATEST SUPERGROUP, featuring JOHN PAUL JONES, DAVE GROHL AND JOSH HOMME. 
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It's a recipe for greatness...or potential disaster. 
Can those different musical influences actually 
coalesce into something coherent? Can three ma- 
jor rock stars put aside their egos and play as one 
cohesive unit? 

“We're all out to do something classic here,” 
Homme says. "And I know that in order to do it 
you have to take some risks. Risk nothing, gain 
nothing." 

And the risk, in this case, has certainly paid off. 
Them Crooked Vultures are a glorious affirmation 
of the enduring power of riff-driven rock. Their 
phenomenal success offers tangible and eloquent 
proof that rock's different generations can speak 
to one another across the divide of decades and 
changing fashions. The band's self-titled debut 
album alludes heavily to the power-trio heyday of 
Led Zeppelin and Cream. Yet the Vultures' take 
on this legacy inctly 21st century—angular, 
jagged and deconstructed, with nothing taken for 
granted, and grainy sounds that fly at your head 
from some aural phantom zone located midway 
between analog filth and digital degeneracy. 

“Josh Homme has got loads of chops,” Jones 
s. "But he's very quirky. He doesn't really do 
anything like anybody else. He's always ver 
exploratory in his tones and how the guitars are 
amplified. He looks at things in a different way" 

That includes the very nature of Them Crooked 
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“| WOULD HAVE HAD А HUGE PROBLEM IF 1 HAD GONE IN TH 


56 GUITAR WORLD 


Vultures. Homme isn’t keen on referring to the 
band as a supergroup. And he’s dead set against 
calling it a side project. “I don’t do side projects,” 
Homme says. “And it would be a real shame if that 
word ‘supergroup’ were valid. To me, what that 
means is people cashing in on what they’ve done 
in the past as if it were what they just did.” 
Actually, the burden of history was exactly 
what all three men were looking to escape when 
they gathered at Homme's Pink Duck recording 
studio in Burbank, California. *I would have had 
a huge problem,” Homme says, “if I had gone in 
there thinking that I was going to compete with 
Kurt Cobain, Jimmy Page and Robert Plant. But 


X 


I'm just trying to be myself.” 

Them Crooked Vultures grew 
out of a friendship that Grohl and 
Homme forged in the early Nineties, 
when Grohl dropped in at a show 
by Kyuss, the stoner-rock group 
Homme performed with from 1989 
to 1995. The two musicians contin- 
ued to rub shoulders on the L.A. 
rock scene after Grohl, in the wake 
of Nirvana, formed Foo Fighters and 
Homme created Queens of the Stone 
Age, but their friendship deepened 
when QOTSA toured with Foo 
Fighters in 2000 and Grohl played 
on the Queens’ 2002 album, Songs 


for the Deaf. 


*When I started playing with 
Queens of the Stone Age, I realized 
that Josh and I have this musical 
connection that I don't really have 
with anyone else,” Grohl says. “So 
after the Queens of the Stone Age 
project, 1 wanted to get back and jam 
with them again some time. But Josh 


ERE THINKING THAT | WAS COI 


and I never had the time; we were 
always on tour with our respective 
bands. We'd bump into each other 
out on the road and say, ‘Fuck sitting 
on a tour bus and doing interviews 
all day long. Man, let's do a project!" 
So then I had this idea. I said, "What 
if we called John Paul Jones 
“When Dave mentioned Jones, 
I thought he was kidding" Homme 
admits. "And there's a part of me that 
still thinks he is, that maybe this is 
all some elaborate joke on те” 


Grohl and Jones had become friendly around 
2005, when Jones did some work on the Foo 
Fighters album In Your Honor. “1 had met Dave 
just before tha: at one of the Gram- 
my ceremonies where they gave Led Zeppelin a 
Lifetime Achievement Award. I invited Dave to 


" Jones says, 


Honor, and after that I did an orchestral arrange- 
ment of the Foo Fighters song "The Pretender’ 
and conducted the orchestra at another Grammy 
Awards show. And then Dave came to the GQ 
Awards in England and asked whether I'd be in- 
terested in playing with him and Josh." 


sit at our table, and he did. And then I did In Your 


Grohl adds, “I was present- 
ing the award to Zeppelin in 
London. Robert [Plant], Jim- 
my [Page] and John were all 
there, and after the ceremony 
I just kind of cornered John 
and asked him if he wanted 
to do this project with me and Josh. John’s an 
incredibly hip guy. He knew all about Josh and his 
work. But he didn’t say yes right away. We traded 
emails for a while. Finally he said, ‘Okay, ГЇЇ come 
over, and let's јат’ So I called up Josh and said, 
‘Holy shit, he said yes!’ " 

Grohl had approached Jones at an advanta- 
geous moment. The bassist had just come through 
the drama that unfolded following Led Zeppelin's 
wildly successful 2007 reunion concert. Jones, 
Jimmy Page and Jason Bonham (son of original 
Led Zep drummer John Bonham) wanted to keep 
the band going, but Robert Plant wasn’t interest- 
ed, So Jones, Page and Bonham tried, unsuccess- 
fully, to soldier on with another singer. 

“We'd done so much work together, it seemed 
crazy just to leave it at that,” Jones says. “So we 
thought we'd start another band. It wasn’t going 
to be Led Zeppelin, as was reported in the press 
We wanted to write new material. We auditioned 
some singers, but we couldn't agree on one, and it 
all fell by the wayside. So by the time Dave men- 

tioned this thing with Josh, I 
was in the mindset to do some 
recording and playing.” 

When the three men con- 
vened at Pink Duck, none of 
them knew exactly what was 

\ going to happen. "It was very 

strange,” Homme says. “I al- 

most felt like I wasn't there, in 

a way. I guess I always think of 
elf as someone from a small town in the Mo- 
Desert. I feel outside of the music community 


m 
jav 
a lot, so to be there playing with Jones was just a 
little otherworldly for me. I felt like I was hover- 
ing above it all. But Dave and John were playing 
together miraculously as I stood and watched. 
They were so locked in. That first day we were 
doing what I would essentially call *muso' stuff, 
not trying to test or lose the other person but just 
seeing how far we could go that first day. The 
second day was when we really got down to work 
and began writing song; 

Grohl recalls, “It wasn't long befor 
*Hey, I've got a riff? I think the firs 
on v which became our first single. 
We wrote a middle section, and within an hour or 
two we had an arrangement. 

All three parties quickly concurred that making 
an instrumental jam record was not the way to go. 
Grohl says, “I remember saying to Josh, ‘Dude, we 
could fill the Grand Canyon with riffs, but what 
we really need to do is write songs. So let’s focus 
on songs and not so much on riffs? " 

Homme adds, *We were really adamant about 
doing songs and having moments in them when 
we could jam." 

Pink Duck was ideally suited to the group's 


Josh said, 


ammed 


М, JIMMY PAGE AND ROBERT PLANT." —Josh Somme 
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creative process. Located in an old, Fifties-era 
building near Burbank Airport, the studio (which 
Homme shares with his wife, Brody Dalle of Dis- 
tillers/Spinnerette fame) is a homey place, with 
antiques, old wallpaper, a big chandelier, kitchen 
and art from Josh's grandmother. “Josh has a nice 
SSL [mixing console] in there, along with an arse- 
nal of crazy, messed-up gear," Grohl says. “There 
are instruments hanging everywhere, on the 
walls and on racks. Usually what would happen 
is we would jam a bit, walk out of the room, sit 
down and have tea or coffee, and maybe I'd pick 
up a fiddle and start dorking around. John would 
pick up a mandolin, and Josh would grab a guitar. 
Someone would start playing, and we'd all join in. 
If it sounded like we had a song, we'd say, ‘Okay, 


well, let's go in and jam on that. " 

In short order, a band dynamic started to 
emerge as their individual personalities began to 
emerge in the sessions. Homme can be a fairly in- 
tense guy, adamant in his opinions and po: ed 
of a kind of desert rat, daredevil, rugged individu- 
alist philosophy that might not be out of place in 
the trenches of Iraq or Afghanistan. “I know that 
for some people I’m very polarizing,” he admits. 
“But I wouldn't have it any other way. I don't want 
to be everyone's buddy.” 

Grohl's demeanor is almost the exact opposite. 
Affable and laid-back to a fault, he exudes a kind 
of quiet humility born of his roots on the Wash- 
ington, D.C., hardcore scene, where it was consid- 
ered the ultimate bad form for anyone ever to act 
like a rock star. Even though Grohl now is a rock 
star, he still carries that unassuming attitude. 

“Josh is very conceptual,” Grohl elaborates, 
“whereas I tend to just go for it without thinking 
too much. There’s a lot of thought in everything 


58 GUITAR WORLD 


Josh does. So when he’s presenting a riff or a 
song idea, he'll talk about it for 10 minutes with- 
out even playing the guitar: ‘Okay, this riffis a 
three-parter, right? Lt starts out with this tempo 
that sounds like elephants walking and holding 
hands... Finally I'll say, ‘All right, could I just hear 
the riff already? Am I allowed to hear it? " 

Jones often played a mediating role between 
Grohl and Homme's divergent musical ap- 
proaches. “John’s a brilliant arranger,” Grohl say 
“He's famous for that. So he was often in the 
middle when Josh and I were seesawing on op- 
posite sides, I'd try to standardize stuff, and Josh 
would be saying, ‘I have this song with 17 differ- 
ent parts, and nothing repeats’ And I'd say, ‘Okay, 
wait: Shouldn't we maybe repeat something? 


maybe twice at least? And John would have to 
say, ‘No, he's right; or, ‘Yeah, you're right: " 

The eldest of the three mu: 
decades, Jones exerted a stabilizing influence. He 
began his ession man during the mid- 
Sixties British Invasion, playing bass, keyboards 
and arranging horn and string charts for everyone 
from the Rolling Stones, Jeff Beck and Donovan 
to Dusty Springfield, Tom Jones and Cat Stevens. 
The studio is his métier. His career progressed 
from session anonymity to the Hammer of the 
Gods excesses of Led Zeppelin's heyday. There is 
little, or nothing, that the man hasn't seen. And 
nothing ever seems to crack his quiet, polite, 
middle-class British reserve. 

“John silently challenges everyone,” Grohl says. 
“His presence makes you play the best you can 
possibly play, because you don’t want to let him 
down. And if you can keep up, you’re doing okay.” 

Jones seems aware of his effect on his fellow 
musicians, but he notes, “The pressure eases once 


icians by several 


areer as 


you've got some tracks down. Half 
a dozen songs and you think you've 
got something and you can breathe 
a little easier. That's what happened 
with this record." 

One challenge that all three play- 
ers faced was how to forge a com- 
mon approach to the blues. That 
musical legacy is everywhere on the 
album, albeit spectrally, a presence 
sometimes felt more than overtly 
heard, yet unmistakable, hover 
like Banquo's ghost over this trium- 
virate of rock stars. The blues is the 
undeniable mojo behind the power 
riffs of Them Crooked Vultures, and 
ans of Jones' generation, 
reigned supreme as the 
wellspring of all great Sixties and 
Seventies rock. While Homme, like 
Grohl, comes from the post-punk 
hardcore tradition, which quite 
deliberately spurned the blues, his 
connection to the genre was almost 
umbilical. 

“I grew up listening to Blind 
Lemon Jefferson, Chuck Berry, 
Robert Johnson and Howlin’ Wolf,” 
s. “My parents listened to an 
range of music. For them, it 
was all those blues guys, along with 
Kenny Rogers, Jackson Browne, the 
Doors and Jimi Hendrix. So blues, to 
me, always seemed to be about lost 
moments, lost causes and mist 
And being where I was from, in the 
middle of the desert, that all makes 
sense to те. I've always felt like 
blues music kind of died. Maybe this 
isn't nice to say, but when Eric Clap- 
ton started playing acoustic guitar, 
and Robert Cray...like, that stuff's 
not blues to me. To me, that doesn't 
speak like Howlin' Wolf. I don't 
mean to slam them, but when it's got 
a sweater tied around it, it doesn't 
feel like blues to me.” 

Many players who grew up right 
after the Sixties or Seventies find a 
way into the blues via Led Zeppelin 
or early Clapton. But not Homme. 
“What’s funny is I grew up on punk 
rock music,” he says. “Black Flag 
was my Led Zeppelin until I was 22 
years old.” 

Thus, in an odd way, Homme 
sh ome early blues influences 
with Jones, but missed out—at least 
during his formative years—on the 
way Jones' generation recontextual- 
ized the blues. Grohl, for his part, 
doesn't worry about the whole thing 
too much. *When we first started 
talking about this,” he recalls, Josh 
said, 'Yeah, man, I got this whole 
new version of the blues? And I 
said, ‘What the fuck are you talking 
about?’ But I kind of get it now. I 
know where he’s coming from.” 

“Josh seems really bluesy in his 
phrasing,” Jones allows. “It’s kind. 
of a bastard blues, I suppose. A per- 


kes. 


HOMME IMPROVEMENT 


IT'S "TOOL TIME" AS JOSH REVEALS THE UNUSUAL GUITARS, AMPS AND DEVICES THAT HELP HIM CREATE HIS SIGNATURE TONE. 


"MGONNA TELL YOU ALL my secrets that I never tell anybody,” Josh Homme 
says. The Queens of the Stone Age guitarist has always been reluctant 
to reveal the details of his gear. But talking about the making of Them 
Crooked Vultures, the debut album from his supergroup of the same 
name, has put him in a confessional mood, apparently. “I wanted to 
use stuff that | hardly ever used for the past few years,” 
Homme says. “So | used lots of amps and tonalities that 
I don't use in Queens, basically.” 

Small, low-wattage combo amps are one important 


BY ALAN DI PERNA 


netic film reader from an old film-editing machine. Originally, 
the reader would have been used for playback of the sound- 
track that runs alongside the image. “The thing can fit in two 
hands,” Homme says. “I just mike it up. That thing can do а 
full-on explosion, like the lead sound at the end of ‘New Fang.’ 
It’s like an iron mosquito coming at you. There’s also film-read- 
er stuff on ‘Mind Eraser’ and ‘Elephant.’ It’s kind of all over the 
place on the album.” 

Homme’s other favorite “non-guitar-amp guitar amps" in- 
clude "little Bogen 18-watt Р.А. heads driven through one 10 or 
one 12 in a cabinet, and phonograph amplifiers and tuners. A 
tuner has all these different settings for vinyl, tape, et cetera, 
and each one has a different preamp setting. Then you have the 
bass and treble controls, and in many cases a master control. 
The tubes, circuitry and structural layout on those are much 
better than most modern guitar amps. You'd be surprised.” 

On sessions for Them Crooked Vultures, Homme would gen- 
erally split his guitar signal out to two or three different small 

combo amps or alternate amplification devices, 
recording each signal onto its own track. During 
mixdown, he was able to blend and mute the 
tracks to create distinct tonalities for different 


key to Homme's tone on the disc. “| leaned a lot on a “| DONT parts of a song. He often likes to create a tape 


1938 Gibson ЕН-185 amp,” he says. “And | actually have it on 


slapback echo effect on one of these guitar tracks 


the road now. I’ve already been told by a few people that COLLECT STUFF. by placing an analog tape machine in the signal 
this is blasphemy,” he says, referring to the amp’s vintage Ses (ike IJ f. path, engaging both the record and playback 


collectible nature, "but 1 don't believe that there's anything 


heads so that the small distance between them 


that shouldn't be used. | don't collect stuff. It's like | have wtool 6.0 creates a repeat, a technique frequently used on 
а tool belt—l stick some gear іп it, and we go hammering, 3 ati р recordings from the Fifties and Sixties. 
you know?" same Ring modulation, generated either by a Moog 


No vintage gear snob, Homme is a fan of cheap and in i, and We gar Moogerfooger or Electro-Harmonix pedal, was 


chintzy curios from the past and present. He’s particularly 
fond of the Teisco Checkmate 20, an inexpensive Japanese 
combo amp from the mid Sixties. “I love to use the worst 
shit incorrectly," he rhapsodizes. "It's one of those things 
where you get to prove that two wrongs do make a right. 
1 guess | gave up long ago on the notion that louder or bigger amps are 
necessarily better. So ever since the Queens started, combo amps have been 
what | like to use.” 

Just what kind of sound is he seeking from all this arcane junk? Homme 
says, “I’m not a huge fan of distortion, but | like overdrive, because to me 
that's the sound of something that's just on the verge 
of being destroyed." 

Gorilla amps are another passion. "I love Gorillas be- 
cause they're the worst-made amps that you can buy 
new,” Homme says. “I was at a swap meet in Joshua 
Tree. A guy had one that was brand new, in the box. 
Never been played. Pulled it out, plugged it in, and it 
broke. It went crrrrhhhh. | like their bass amps, too. The 
best bass amp in the world is a Gorilla with a ribbon mic 
in front of it. It's just a bigger version of the same ter- 
rible. But 1 mean that as a compliment, because Gorilla 
is one of my favorite amps in the whole world. That and 
old Peavey stuff, like the Musician and Standard heads. 
Those things are fuckin' amazing." 

Homme also likes to put his guitars through devices 
that were never meant to be guitar amps. One of his 
secret weapons on Them Crooked Vultures was a mag- 


” another of Homme’s secret weapons on Them 
Crooked Vultures. “| wanted to use ring modula- 
tors and things like that really softly underneath, 
so there’s a constant [pitch-modulated] tone 
that’s almost like the sound of electric hair trim- 

mers,” he explains. “I was running two amps, and what's great 

about the Moogerfooger ring modulator is the way you can 
combine the mix control with the drive control to push one of 
the other amps just a little harder, while subtly adding that 

[pitch modulation] noise. You can hear it on ‘Elephant,’ where 

the noise is just whistling the whole 

time." 

A Moogerfooger low-pass filter also 
came into play, along with various Fulltone 
pedals, which Homme pronounces "inde- 
structible.” Prominently heard throughout 
the album is the guitarist's old-school Mor- 
ley wah pedal. "Actually, it's the first wah 
that | bought, and Гуе had it since | was 10 
years old,” he says. “I have a couple of oth- 
ers, but the sweep on them is not the same.” 


(top) Homme's main guitar, a MotorAve BelAire 
designed and built by Mark Fuqua of North 
Carolina; а Gorilla GG-20 combo 
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Homme onstage at the Roxy 
Theatre, West Hollywood, 
November 16,2009 


“JOSH HOMME HAS GOT LOADS OF CHOPS. вит HE'S VERY 


QUIRKY. HE DOESN'T REALLY DO ANYTHING LIKE 
ANYBODY ELSE.” — Sohn Paul Jones 


verted blues. But we all love big ass-kicking riffs, 
which is where Dave comes in as well.” 

Homme, Grohl and Jones produced the album 
themselves. But the trio did have engineering as- 
sistance from two industry greats: the British en- 
gineer/producer Alan Moulder (Nine Inch Nails, 
Smashing Pumpkins, My Bloody Valentine), and 
Alain Johannes, a veteran of the band Eleven and 
an adjunct Queens of the Stone Age member who 
has since become the touring second guitarist 
for Them Crooked Vultures. Johannes recorded 
three tunes on the album—“Dead End Friends,” 
“Reptiles” and “Interlude with Ludes"—and gen- 
erally made himself handy around the studio. For 
example, when Jones decided he wanted to play 
Hohner clavinet on the track 
hannes pulled a vintage one out of his own closet. 
It wa sion that I had actually never 
seen before,” Jones marvels. “It looked like it pre- 
dated the Hohner clavinet that I had in Led Zep- 
pelin. It had a great sound. Alain’s got a house full 
of instruments like that." 

As for Moulder, he's certainly no stranger to 
great guitar tone, having produced and/or engi- 
neered some of the most influential guitar records 
ofthe past two decades. Homme says, "Alan is 
someone who could be like us, but behind the 
mixing d. He could interpret our requests, 
create options and understand our sensibilit 
Alan could assimilate that situation and be a part 
of it without overtaking it. The same with Alain 
Johannes.” 

Thus capably assisted, the trio felt its way 
into greatness. “It wasn’t really until about four 
months in that it started sounding like an album 
Grohl “I think the first song we recorded was 
‘Spinning in Daffodils’ And after that, I think, was 


avery old ve 


60 GUITAR WORLD 


"Scumbag Blues,” Jo- 


*Scumbag Blues, ‘Caligulove’ and ‘New Far 
we were shooting in a bunch of different direc- 
tions in the first couple of weeks. What we would 
do was come into the studio, hang out, record for 
two weeks and then take two weeks off. Then 
we'd come back, record for another two weeks 
and take two more weeks off. And at each of these 
two-week sessions we would record maybe five or 
six songs. It was just a free-for-all.” 

Some songs developed over the course of 
multiple ‘Warsaw’ was а song that we 
wrote, arranged and worked on for a day and 
half,’ Grohl says. “But when we came back later 
on, Josh said, ‘Okay, I think the beat should go like 
this? And it was entirely different than the version 
we had recorded. And I thought, Wait a minute, 
haven't we already finished this song? Aren't we 
on to something else? But Josh said, ‘No, no, no. 
Check this out’ And we put in that sort of Texas 
shuffle that you hear on the record, and it quickly 
became one of my favorite songs that we have. 
And live, that one is like an atom bomb. It'll tear 
your head off.” 

Jones say 


ssions. 


We'd work on a couple of tracks, 
do some overdubs and then be working on a 
couple of new tracks at the same time. The whole 
thing just grew organically, as it were. And then 
Josh came in and did the lyrics, in the end: 
And then there were two. With the basic tr: 
completed, Grohl took off to work on the Foo 
Fighters' 2009 compilation, Greatest Hits, leav- 
ing Jones and Homme to complete overdubs and 
lead vocals. "All of a sudden, Josh was left alone 
in the studio with John, and I think he was a little 
spooked,” Grohl says. “But I believe he finally got 
over his weirdness, and the two of them hit it off 


cks 


famously.” 


It was a moment 
Homme had been dread- 
ing. “Гуе spent my whole 
career avoiding situations 
where I have to write 
melodies and lyrics to 
pre-arranged music that 
has none. But there was 
no other way to do it with 
this band. The music had 
to come first. But it's such 
a difficult process to be 
suddenly staring down 
the barrel of 18 songs 
with no lyrics and every- 
body else is ready to go. 

It wasn't easy. I definitely 
broke a few things. A few 
guitars, one child's drum 
set and a couple of other 
things didn't make it. But 
that's when Jones and 

I really came to under- 
stand each other a little 
bit more—like being in a 
foxhole together. 

“Josh was trying out 
melodies, and I was sup- 
plying some melodies as 
well," Jones recounts. 
“And he was writing lyrics. I was 
glad I was there to help him through 
that stage. It gets a bit lonely, espe- 
cially for a singer. Everybody else is 
done and you're just left having to 
put the vocals оп. I was there with 
him for that." 

So how would you like to stand 
up in front of Led Zeppelin's legend- 
ary bass player and bare your soul, 
performing some lyrics you'd just 
scratched on a pad? *My best exam- 
ple of that is the song ‘Mind Eraser; 
” Homme says. “I’m holding lyr 
that say, ‘Mind eraser, no chaser’ 
And Jones and I are just getting to 
know one another. I'm thinking, I 
don't even know if I like these words 
or if they're any good, and here I am 
trying them in front of new people. 
And by new people I mean Jones! 

“But in a lot of ways, that's the 
moment when we bonded. When I 
first sang ‘Mind Eraser? Jones came 
into the control room and said, 
‘Fucking all right. Brilliant, man. 

5 alized that 
s razy motherfucker. He 
sees the beauty in the darkness the 
same way I do. And the darker it 
gets, the more excited he gets. And 
the more excited I get too. It became 
aspot where we really locked arms 
and charged together." 

This latter stage of the project 
was when some of the album's more 
experimental tracks came into be- 
ing. The track ‘Interlude with Ludes' 
grew out of sampled keyboard loop 
that Jones stumbled upon. ^1 liken 
it to what they might play in the 
lobby of Hell as you're entering," 


Homme says. “А seasick welcome. We later showed it to 
Dave and said, ‘Will you play drums over it? He started 
to play my kid's drum set, and we were like, ‘Will you 
play it worse? until he finally played some of the worst 
drums I've ever heard. It was a beautiful moment." 

Grohl laughs about his efforts on the track. “It 
sounded like a shoe caught in a clothes dryer! And then 
Josh put some spooky guitar over it.” 

The album project gave Homme occasion to dig deep 
into his collection of bizarre little combo amps and 
other arcane gear (see sidebar). His uniquely distr 
and always compelling, tones are derived from an 
unlikely combination of funky junk and devices never 
meant to amplify an electric guitar signal. “Josh is fa- 
mous for his huge guitar sound,” Grohl “But most 
of the amps he uses in the studio are the size of a Kleen- 
ex box. He knows how to mic 'em. He'll line up four of 
five pedals in front of a tiny Gorilla amp with a six-inch 
speaker, and it'll sound like God is pissing in your ears." 

The album was not quite completed, and certainly 
far from being ready for release, when Them Crooked 
Vultures decided it was time to take their music to live 
We just wanted to get out there and play it,” 
. "I'm pretty sure Dave wanted to get out and 
play even before recording, but we had to lock in to the 
studio for a bit. As soon as the album was actually re- 
corded, however, we just started doing shows. We had 
to do some mixes and mastering at the same time.” 

*We put a lot of thought into how it was going to 
happen,” Grohl says of the initial live dates. “Because 
what are you going to do—put a poster on the wall that 
says, 'Guy from Zeppelin, guy from Nirvana and guy 
from Queens of the Stone Age are playing tonight?’ And 
where do you do it? At the arena down the street? In a 
beautiful old theater? In a little club? Do you tell every- 
body? Do you make it a secret? How do you make the 
experience real?" 

In the end, Them Crooked Vultures opted to do a 
series of surprise gigs at theatres (the Brixton Academy 
in London, Roseland Ballroom in New York) and clubs 
(the Metro in Chicago). "The very first concert, nobody 
was quite sure as to who they were seeing,” Jones 
"There were no names mentioned. They just put u 
black page with three symbols.” The symbols consisted 
of the Foo Fighters’ double-F logo; the Queens’ icon, a 
Q represented by a sperm entering an egg; and Jon 
triquetra symbol from the cover of Led Zeppelin IV. “It 
was brilliant.” 

Surprisingly there have been few audience requests 
for Zeppelin, Nirvana, Foo Fighters or Queens of the 
Stone Age songs at the shows. “I can only remember 
once when someone shouted out a request in Port- 
land,” Grohl says. ‘Josh just said, ‘Nah, we're not a 
cover band? ” 

"We've got a special thing going here,” Homme says. 
"The tour sold out in 10 minutes, before the record even 
came out. No one knew a goddamn stitch of music and 
the whole thing sold out. I’ve never even heard of shit 
like that before. 1 would have bought a ticket. But I’m 
lucky enough to actually be onstage doing it. It’s pretty 
awesome.” 

Them Crooked Vultures is something that Homme, 
for one, would like to see continue. “We all want to 
do another record,” he says. “I don’t know when that 
would be or if it's even gonna happen. But we all want 
to. [know the next record would be, like, ‘sophomore 
jinx, my ass,’ 'cause we know one another now. We were 
actually just hitting our stride in the studio when we 
knew we should stop. That was one ofthe main strug- 
gles. ‘Dude, we're just getting going? But we knew we 
shouldn't take too long. This stuff, if you're not careful, 
turns to vapor. We gotta live in the now.” Bl 
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While Homme concedes that the piercing treble produced by the old Morley 
wahs “can actually cut hair if you stand next to one,” it’s the pedal's low- 
frequency response that he really loves. "The sweep starts down so low 
that you can't really hear the guitar," he says. "In the first inch and a half 
[of pedal travel], it goes from there to ‘wowwmmm: It's actually more of a 
‘wow’ pedal than a wah pedal." 

Yet another stealth device in Homme's arsenal is a studio processor 
called the Little Labs IBP Analog Phase Alignment Tool, which he likes to 
apply to guitars, vocals and other tracks during mixdown. “It’s supposed to 
help you put out-of-phase signals in phase," he explains, “but you can also 
use it to put things drastically out of phase. You can seat something in the 
mix so that you can hear it clearly, but yet it has some depth of field." 

Homme's guitars for the project included two old Gibson hollowbody 
electrics, a 1956 ES-225 and a three-quarter-scale ES-125. “The 225$ seem to 
be the uncollectible Gib- 
sons," he says, laughing. 
"The pickup is a single 
Pgo that's in dead-center 
position [equidistant 
from the bridge and neck], 
so it's kind of dark and fat 
sounding, but it still has 
a little bit of cut. And the 
three-quarter-scale Gib- 
son is a hollowbody with 
just a neck pickup." With 
either guitar, Homme 
likes to mic the instru- 
ment's body to capture 
some of its acoustic tone, 
but when doing so he'll 
also plug the guitar into an amp, also 
miked up, in another room. "There's 
a weird prickliness to that dark neck 
pickup sound,” he says. 

And Homme likes it dark. “I've 
always been a high-end hater," he 
E ERU says. "The presence knob on an amp 
е ти is not а knob I'm excited about. Shrill 
isn't my bag. | like things filtered out. 
1 like a short EQ window. That's why 
the film readers are great for me, 
because they're high end in a pleas- 
ing manner. The frequency range 
stops at 5k, but there's heavy, heavy 
pounding at 1.5." 

Homme also digs the muted, 
darker tone of the flatwound strings 
on a new Gretsch archtop electric 
he recently acquired, which is also 
equipped with a Pgo in the neck position. “It came with flatwounds on 
it, and | never took them off. That guitar is on ‘Bandoliers.’ It's that dark, 
flatwound tone, where it sounds like somebody's singing to you with 
their mouth closed. It cuts, but it’s not too beefy at the bottom. It's like 
somebody ran it through a filter and lopped the top end off." , 

Homme also owns a Lotus guitar. Designed by the late Stephen Dela- 
haye, the guitar has an elegantly elongated contour on the bass end's 
lower bout and а neck-position Pgo. The Lotus was built by Andy Manson, 
who builds all of John Paul Jones' basses. "Jones turned me on to Andy 
Manson," Homme says."The Lotus is the third guitar in a series designed 
by Delahaye before he died. He basically said [to Manson], ‘You need to 
build this last guitar for те. So now I’ve got the thing. It's primarily an 
acoustic guitar, but it’s a piece of art, too, and it sounds amazing.” 

For some time now, Homme’s main ax has been a MotorAve BelAire 
designed and built by Mark Fuqua of North Carolina. He also has a few 
Australian Maton guitars. But for all these impressive high-end instru- 
ments, Homme seems to have a deeper regard for the wide array of Tem- 
pos, Teiscos and other “garbage guitars,” as he calls them, that adorn 
Them Crooked Vultures. “There’s something about when someone makes 
something and says, ‘Yeah, this is the best | can do,’ and it’s still a total 
piece of shit,” Homme pronounces. “But it’s like, what a beautiful piece 
of shit this is. It’s amazing." [E] 


Homme's 1956 Gibson Еб-225 
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FROM SUPER ТО NUTS 


THEM CROOKED VULTURES ARE JUST THE LATEST IN A LONG LINE OF ВОСК SUPERGROUPS. 
| .. PRESENTS A SAMPLING OF THE PHENOMENON, FROM THE GLASSIEST TO THE CRAZIEST. 


BY CHRIS GILL 


Schon Aaronson Shrieve), Crosby, 


N MUSICAL HISTORY TERMS, the “supergroup” is a relatively | Stills, Nash & Young were the first 


new peculiarity that developed in the Sixties, when rock and roll | folk-rock supergroup. The band re- 


was well into its adolescence. Before then, the biggest names in į lly is Crosby, stills and Nash with 
а А S * р Neil Young playing an occasional, 
music rarely, if ever, collaborated. Classical composers mostly 


worked solo, jazz musicians preferred to form their own name- | sulted in the confusing release of 
(аем . ; : four CSN studio albums and three 
sake bands after becoming famous, and country artists generally į 


Е өйү : А 1 CSNY studio albums over the years. 
swapped backing musicians like wives at a key party. All four members previously played 
in chart-topping bands (David Cros- 
by was a founding member of the 
Byrds, Stephen Stills and Neil Young 
played together in Buffalo Spring- 
field, and Graham Nash penned 
numerous hits with the Hollies), 
but CSNY's Déjà Vu album shattered 
the success of their previous efforts. 
Certified seven-times Platinum in 
the U.S., it is one of the best-selling 
supergroup efforts of all time. 


BAD GOMPANY 

i BADCOMPANY ARE often overlooked in 
i discussions about supergroups, but 
all four of the band's original mem- 
i bers enjoyed previous commercial 
i success: guitarist Mick Ralphs with 
: Mott the Hoople, bassist Boz Bur- 
rell with King Crimson, and singer 
Paul Rodgers and drummer Simon 
Kirke with Free. Bad Company also 
goes down in the history books as 
the first supergroup signed to the 
record label of a supergroup—Led 
Zeppelin's own Swan Song label. 
Bad Company hits like "Can't Get 
Enough of Your Love," "Feel Like 
Makin' Love" and "Ready for Love" 
(sense a recurring theme here?) 
were the soundtrack to thousands 
of teenage make-out sessions that 
took place in the back of Camaros, 


unpredictable role, which has re- 


CREAM 
ERIC CLAPTON had earned a reputa- 
tion as a guitar hero for his work 
with the Yardbirds and John Mayall's 
Bluesbreakers, but when he joined 
forces with bassist/singer Jack Bruce 
(formerly with the Graham Bond Or- 
ganization and Manfred Mann) and 


The supergroup phenomenon began during the turbulent 
ties when rock musicians started to develop irreconcilable dif 
ences with other members of their bands. Thanks to the exper 
mentation of acts like the Beatles and the Jimi Hendri 
ence, pop musicians had seemingly unlimited creativi 
explore. Unfortunately for many bands, the wealth of p 
led to acrimonious disputes over what step to take ne: 
found themselves in situations where the guitarist wanted to be- 
come a purist blues scholar, the drummer decided to dabble in 
East Indian-influenced psychedelia, the bassist insisted that 
was where it's at, and the singer felt that bubblegum pop was the 
next logi he only logical solution was for the members go 
their sep: minded musicians. 

While n rtists find creative satisfaction in solo efforts or 
one-off prc the supergroup differs in that it is an actual band, 
not a temporary indulgence. Even though many supergroups la 
for only an album and tour, most are formed with the intention 
of creating something even bigger and better than their membe 
previous bands. Some have succeeded at that goal, but more than a 
few have produced the lowest points of its members' cz 

Several criteria should be met before a band can be consid- 
ered a true supergroup. First, each member must have pr 
ously played in a commercially and/or у 5 
band. For example, Velvet Revolver qualifies аз а supergroup 
because Slash, Duff McKagan, Matt Sorum and Scott Weiland 
came from commercially successful bands (Guns № Ros: 
Stone Temple Pilots) and Dave Kushner came from critically 
acclaimed groups (Wasted Youth, Infectious Grooves). 
ond, the band can't simply be an established act with a 
new member in tow; if all but one member of the group previ- 
ously played in the same band together, it's not a supergroup. 
For example, Audioslave were not a supergroup, be e they 
were essentially Rage Against the Machine with Chris Cornell 
swapping places with Zack de la Rocha, just as Van Halen did 
not become a supergroup when Sammy Hagar replaced David 
Lee Roth and Metallica did not become a supergroup when they 
hired former Suicidal Tendencies/Ozzy bassist Rob Trujillo. 

The last and most important, and perhaps hardest to quan- 
tify, criteria is that a supergroup should be more than the sum of 
its parts. Many all-star projects have fallen far short of expecta- 
tions, but a true supergroup usually manages to enjoy some form 
of commercial or critical success before rampant and inevitable i the way for similar supergroup 
egomania takes over and sends its members running for reunions i names like Beck Bogert & Appice, 
with their previous bands. i Emerson Lake & Palmer, and Hagar 


sibilities 


reer: 


drummer Ginger Baker (previously 
ith the Graham Bond Organization) 
in 1966, he became elevated to guitar 
god. Surprisingly, Clapton was not : 
aware that Baker had actually fired : 
Bruce from the Graham Bond Org; 
nization prior to enlisting both for his 
new band, but even more surprising- 
ly, Baker and Bruce put aside their 
і past differences to create timeless, 
i enduring music during Cream’s two- 

year existence. Cream became the 
1 first of many supergroups to follow. 


CROSBY, STILLS, NASH & YOUNG 

WITH A NAME THAT is more appro- 
priate for a law or accounting firm : 
than a rock band (and that paved : 
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GAB ARCHIVE/REDFERNS/GETTY IMAGES (POWER STATION); WILLIAM HAMES/COURTESY OF WARNER BROS. RECORDS (DAMN YANKE 


Chargers and Chevy vans, and these i 
songs remain frequently played staples 
of classic rock radio. 


DPHWEE 
Fu по 


MUST 

ANDY AND JOHN TAYLOR seemed to have 
gone certifiably nuts when they left Du- 
ran Duran in 1984, at the peak of the 
group's success, and teamed up with 
Chic drummer Tony Thompson and the 
late blue-eyed soul singer Robert Palmer, 
best known for his pop-rock hit "Bad Case 
of Lovin’ You.” The group came together 
more by accident than due to any grand 
plan. John had at- 
tempted to record 
a funky version of T. 
Rex's "Bang a Gong 
(Get it On)' with 
Andy andThompson, 
with his girlfriend— 
professional groupie 
Bebe Buell—on vo- 
cals, Before record- 
ing her tracks, Buell left Taylor to perform 
vocals on some other rock star’s member, 
so the trio brought in Palmer instead. Al- 
though the singles “Bang a Gong” and 
“Some Like It Hot” were big hits, Andy re- 
turned to Duran Duran shortly afterward, 
while Palmer stole the Power Station's 
formula for his hits “Addicted to Love” and 
“Simply Irresistible.” 


JAMN YANKEES H 
“MISERY ACQUAINTS man with strange ! 
bedfellows” goes a famous Shakespeare 
quote, but the same could be said of flag- 
ging careers in the midst of seismic shifts : 
in musical trends. The pairing of Ted : 


Nugent with Styx's Tommy Shaw, Night. : 
Ranger's Jack Blades and previously un- 
known drummer Michael Cartellone 
(which kinda nullifies true supergroup ! 
status) made for strange bedfellows : 
indeed, but back in 1990, when thrash 
metal was on the rise and grunge was į 
bubbling under, there were few places : 
for displaced Seventies and Eighties rock- 
ers to turn, other than to each other. The : 
band's power rock ballad "High Enough" : 
became one of hair metal's last gasps, : 
helped perhaps by Nugent firing flaming 
arrows into effigies of Saddam Hussei 
during the band's live performances. 


JYo I ERREAU 

WHEN LES CLAYPOOL was asked to put to- 
gether a band for the New Orleans Jazz 
Festival in 2000, he enlisted two of his 
favorite musicians: Phish guitarist Trey : 
Anastasio and Police drummer Stewart : 


Copeland. Although the performance was to : 
be a one-time affair, the three got along so : 
well that they recorded an album, The Grand : 
Pecking Order, and toured the next year. The : 


undeniably quirky album may not have pro- 


duced any hits, but it's a critical favorite that : 
showcases some of these musicians’ finest : 


recorded performances. 
ICKENFOU] 
THERE 15 ONE OTHER supergroup criteria we for- 
got to mention. The band should have a stu- 
pid name, and you'd be hard pressed to find 
a name more stupid than Chickenfoot. After 
they were booted from Van Halen, singer/ 
guitarist Sammy Hagar and bassist Michael 
Anthony decided to get even by following a 


similar strategy that David Lee Roth took in the 
mid Eighties and enlisting a hotshot guitarist (Joe 


{ Satriani) and a top-notch drummer (Chad Smith of 
} the Red Hot Chili Peppers). Like the recipe for the 
р ultimate margarita, this combination goes down 
i smooth but delivers a mighty powerful kick. [SI 


It's time for a 


Mini Morley® Volume - 
A smooth optical volume pedal in 
this cool new mini version. LED 
indication & cold rolled steel housing 


ABY Mix 
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`А combination strobe & chromatic tuner in 
stomp box format. Calibrate and choose note 
features plus dual outputs (through or mute). 
Quick, accurate and easy to read with the 
"| largest segment LED found on a floor tuner! 
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ROSS HAL 


BERRY); ROSS PELTON ( 


) ; LAWRENCE/STARFACE 


ASHL 


Who is the greatest guitarist on the planet? 


ON THE FACE OF IT, THAT QUESTION’S A NO BRAINER: IT'S HENDRIX. OR CLAPTON. OR PAGE. OR BECK. OR...IS IT? 
AS GUITAR WORLD CONTINUES ТО CELEBRATE ITS ЗОтн YEAR IN PUBLICATION, WE PICKED 30 GUITARISTS WHO NAMED 
THEIR OWN HEROES—AND THE RESULTS WILL SURPRISE YOU. 


Sinjully Good Mase oS Sao ae UT EE 
ANGUS YOUNG | i 


BY JOE PERRY 


APART FROM THE usual 
suspects—Page, Clapton, 
‚ Hendrix and Peter 
—one of my favorite 
guitarists is Angus Young. I 
first saw him when АС/Т 
opened up for Aerosmit 
in the Seventies, Th 


f 1 y 
NRiffmeister 
TONY IOMMI 


BY JAMES HETFIELD 
ا‎ 


AS FAR AS BEING a riff-and- 
rhythm guy, my favorite 
guitarist is Tony lommi. He 
inspired me to want to play 
heavy. | admired other rhythm 
players, like AC/DC's Malcolm 
Young, who'd just stay in the 
back and hold it down, and 
the Scorpions' Rudy Schenker, who has a lot of percussiveness in his playing. 1 
also liked Rush's Alex Lifeson—people wouldn't think of him as a rhythm player, 
but he comes up with some pretty amazing offbeat things. 

But lommi is the main man. To me, he seemed like one of those quiet 
geniuses. At one time he was the frontman of Black Sabbath, and Ozzy was 
off to one side; at that time, the riff was more important than the vocals. Tony 
can go from the heaviest minor-key doom riff to a happy mode, and it will still 
sound heavy. Metallica can't do happy, but Tony can pull it off. My favorite Black 
Sabbath track is "Into the Void." 


overwhelmed by his energy 
his acrobatics without missing a note. H 
definitely influence on me inasmuc| 
purpose. Instead of 
ks, he found aw 
nd be inventive. My 
favorite AC/DC song is probably “Sin Cit 

For me, the essence of a good guitari: 
is someone who plays what the song с 
for. It’s about listening to the music as a 
whole and then doing what you need to do. 
Sometimes it’s not even what you pla 
what you don’t play. Which brings us back to 
Angus Young. 


Mr. Rock and Roll 
CHUCK BERRY 


BY ANGUS YOUNG 


WHEN 1 WAS GROWING 
up, everyone used to rave 
about Clapton, saying he 
was a guitar genius and 


* ~~ ; eight hours a day to amass the kind of 
Higher Shreducation technique that I admired in players like 
stuff like that. Well, even on ! : him and Randy Rhoads. 
a bad night, Chuck Berry is : STEVE VAI i Once, Steve was doingapresentation 
a lot better than Clapton BY TOM MORELLO at GIT, and he asked me to do it with 
will ever be. him. He told me he'd also invited 
Rock music has been around since the Steve Lukather, Stanley Jordan, Joe 
days when Chuck Berry put it all together. He Satriani. I said, "No, bro, it sounds like 
combined the blues, country and rockabilly, it's gonna be a shred-off.” But he said, 
and put his own poetry on top, and that "We're not even gonna play; we're just 
became rock and roll. And it's been hanging gonna discuss our craft" So I said, 
in there. *Okay, ГЇЇ do it." 
DC's whole career has been playing A couple of days before the event, 


SOME INSTRUMENTAL 
guitar players are lost in : 
muso fog. is not 
one of them. He's an artist, 
and one of the greats. 

Tve certainly learned 


rock and roll, and I'm sure you still get a lot from him, especially from he says to me, "Just bring your amp 
of people tuning in to bands like us and the his work ethic. I started along in case we have to 
Stones. Younger bands will be plugging into : playing guitar very late, when I was 17 years ate techniques." So of course, 1 
it and taking it into the next realm. There's : old. Ifelt really behind, and when I read about get there for soundcheck, and my worst 


always going to be another generation that Steve's practice regimen it really encouraged nightmare come true: it was six of 
will take it and give it to a new, younger į me. It also nearly killed me! While doing ; us in a row with our guitars, and it was 
audience, so I think it will just keep going on. my college studies I was also practicing i nonstop shredding the whole time. 
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Cream of the Crop 
ERIC CLAPTON 


BY EDWARD VAN HALEN 
[nil 


CLAPTON WAS IT. 1 knew every note he played. 
Mammoth—me, Alex Van Halen and a bass 
player we knew—were the junior Cream. 
Being limited gear-wise forced me to find 
my own voice on the guitar. That's why Eric 
Clapton's live jams with Cream were such an 
influence on me. Back in '68, he was pretty 
much just using natural distortion on those 
live tracks on Wheels of Fire and Goodbye. | 
had no money and couldn't afford a fuzz 
box or a wah-wah or a ring modulator, or 
whatever Hendrix had in his whole rig. | just 


Motown Mojo 
JIM McCARTY 


BY TED NUGENT 
рута 


I DISCOVERED THE most powerful musical 
influence of my entire life when I played the 
Walled Lake Casino outside of Detroit. It was 
either 1959 or 1960. My band the Lourdes 
opened up for Martha & the Vandellas, Gene 
Pitney, and Billy Lee & the Rivieras, who 
wenton to become Mitch Ryder & the Detroit 
Wheels. Their guitarist was Jim McCarty, 
who played a Gibson Byrdland through a Fender Twin. 

Standing there watching McCarty rip into his leads, I 
thought, Dear god in heaven, what is that? It was so out 
geous, so noisy, yet so musical and so rhythmical. I realized 
that simply playing a song would never do again. 

After I heard him play, I went on a gee-hah to get a Byrdland 
and a Fender Twin amp—because of the crispness, the thickne: 
the style of his playing. It was about using all the fingers, all the 
strings, all the time. That's where the multirhythmic patterns on 
my song "Stranglehold" come from, with all the grace rhythms, 
all the counter-rhythms, all the pedal tones that never stop. I'm 
playing multiple parts on the guitar by using various incremental 
touches to each string. And that's because of McCarty, 


The Human Riff 
KEITH RICHARDS 


BY STEVEN VAN ZANDT 


THE BRITISH INVASION of 1964 to 1966 
turned Americans on to our own rock and 
roll pioneers and blues players. I grew up on 
Keith Richards, and his lead on the Stones’ 
versions of Chuck Berry songs helped rein- 
vent the guitar for Beck, Clapton and Jimmy 
Page. I always felt that you go through that 
muso phase and stay there or get out. I went 


plugged straight into an amp and turned it up to 11. So in order to get a different or 
unique sound, | had to learn to squeeze it out of the strings with just my fingers. | 
never had a guitar lesson in my life, except from listening to Eric Clapton records. 


out the other end. I didn't want 
to be a virtuoso for a minute. So T 
came full circle to the fact that the 
guitar solo must serve the song— 
that's more important. 


Jam Band Hero 
JIMMY HERRING 


BY ALEX SKOLNICK 


SOME MAY NOT 
know Jimmy 
Herring’s name, 
but they will 
know the bands 
that he’s played 
with: the All- 
man Brothers, 
the Grateful Dead, Widespread 
Panic, and J Is Dead. He’s a 
hero of the jam-band scene, which 
is kind of funny, stically he’s 
very influenced t 

Jimmy has his own band called 
Aquarium Rescue Unit, who oper- 
ate on a level similar to [jazz-fusion 
group] Weather Report. Having 
said that, although people like the 
Dave Matthews Band and Bruce 
Hornsby took them out on tour and 
begged their own label to sign them, 
Aquarium Rescue Unit never got a 
decent record deal and eventually 
disbanded [in 1997]. They reunited 
in 2005 and have played somewhat 
sporadically since then. 

Jimmy is an incredible player. 
He has the bluesiness of Warren 
Haynes or Johnny Winter and the 
vocabulary of John Scofield, with 
an element of Steve Morse thrown 


in. If that sounds appealing, then 
track down a copy of Aquarium 
Rescue Unit's 1993 album, Mirrors 
of Embarrassment. Play it, and you'll 
wonder why you've never heard of 
him until now. 


The Mian in 
Black 
RITCHIE BLACKMORE 


BY PHIL COLLEN 


THE FIRST GIG 
I ever went to 
was Deep Pur- 
ple, during their 
Machine Head 
period. They 
played “High- 
way Star" and 
it blew me away. And that’s when 
I decided to start playing guitar. 

Ritchie Blackmore was a huge 
influence because he was flashy. 1 
love really flashy lead guitar play- 
ing, and Blackmore’s technique is 
great. It’s aggressive. When he hit 
achord, it was like being punched 
in the face. I don’t really care about 
finger picking, and acoustic doesn’t 
satisfy me. It’s electric, screaming 
loud rock that I love. 

As far as what he’s doing now 
[playing Renaissance-style music 
with Blackmore's Night], I honestly 
respect him. The fact that he’s still 
playing and is passionate about it 
is great, even if it is a bit wonky 
and weird. He can take liberties. 
He's Ritchie Blackmore. 
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Mietal Gods 
GLENN TIPTON AND K.K. DOWNING 


BY ZAKK WYLDE 


WHEN I THINK OF underrated gui- 
tarists, I go for some of the guys in 
really big bands, the ones who get 
overshadowed by the achievements 
of their band act. For instance, when 
Journey is mentioned, you think of 
great songs and amazing vocals. But 
who ever praises Neal Schon? And 
that guy can play up a storm. 

That’s why I pick Glenn Tipton and K.K. Downing 
from Judas Priest. It’s two guitarists, yes, but you always 
think of them as one. They are the ultimate twin guitar- 
ists in metal—they go together. Just listen to the amaz 
riffs they've come up with over the years. And these guys 
can shred with the best. 

Tipton and Downing have influenced generations of 
young guitarists, but a lot of the time these kids don’t 
even realize that what they’re playing all started with 
Judas Priest. Tipton and Downing have also given met- 
al a subtlety that’s often overlooked. Both appreciate 
that sometimes you are most effective when you back 
off the pedal a little. You don’t need to be blazing all 
the time. 

They’ve worked together for so long that each im- 
mediately understands what to do in a song. Some- 
times Tipton is soloing and Downing is riffing, a 
then they 


let the other man have the spotlight when it matters 
to the music. 

Without Tipton and Downing, metal would be very 
different. That’s why I have such a high regard for them. 
In my book, they rule. 


Mountain’ s Man 
LESLIE WEST 


BY MARTIN BARRE 


LESLIE WEST MADE A big impres 
sion on me when Mountain supported 
Jethro Tull on a long U.S. tour dur- 
ing the early Seventies. In those days 
opening acts weren't too friendly, and 
it all became a bit competitive, but 
Mountain were lovely guys, and we 
really hit it off. They were such a great 
band. I loved Lesl arger-than-life style, they had great 
songs, and they were so incredibly tight. In that last re- 
spect, they taught Jethro Tull a lot about being a band. 

I know of at least three people that were affected 
by Leslie's playing style—myself, John McLaughlin and 
Mick Ralphs [of Mott the Hoople and Bad Company]— 
but I'm sure there are plenty more. Leslie has such r 
ognizable tone, and I love the melodic way he play 
every note counts. He never resorts to the pyrotechnic 
approach or feels the need to be overly clever. If you 
want a good starting off point for a beginner, go with 
Climbing! [1970] or Nantucket Sleighride [1971]. I still 
love what Mountain did with “Theme from an Imagi 
nary Western." My goodness, they brought that to life 
especially onstage. 


The Guitarvist’s Guitarist 
JEFF BECK 


BY DAVID GILMOUR 
= 


РМ SORT OF HORRIBLY, pathetically fannish about Jeff. Ever since Hi 
Ho Silver Lining" came out [in 1967] when | was 20-odd years old, 
l've revered him and his playing. In many ways he is just the best 
guitar player. And 40-something years since he came to prominence 
in the Yardbirds, he is still the only person pushing forward in that 
way. He's never retreading old ground; he's always looking for a 
new challenge. 

Jeff's scarily brilliant. He's a tightrope walker. I'm not. I like to 
cover all my bases and make myself secure with a great band, with 
the music all rehearsed. | just walk out there, and if | didn't even 
play anything it would still sound great. Jeff's different. He's out 
there mining that seam. 
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Voodoo Child 
JIMI HENDRIX 


BY JOE SATRIANI 
с 


THE FIRST THING THAT really flipped me out was hearing 
"The Wind Cries Mary" on the radio. Before that, | was a 
drummer, and | started from watching the Rolling Stones 
and the Beatles on The Ed Sullivan Show. But as soon as | 
heard Hendrix, that was it. 
What made him great was his choice of notes. When 
you hear "Machine Gun" from Live at the Fillmore, you 
have no idea what's going to happen in the next few 
minutes. You're totally unprepared. With "Voodoo Chile (Slight Return)," you can't 
believe how perfect a performance it is, and it's just a blues thing in E. 
Unfortunately, the Seventies were a hellish period for many great players, if you 
look at Hendrix's comrades, it was a rough road. But look at someone like Jeff Beck— 
he just gets better and better. | saw him a month ago in Oakland, and | was just in tears 
standing at the side of the stage listening to him playing "Where Were You." Nowa- 
days, as a guitarist you want to celebrate what you've been able to play, which goes 
back to quoting other great players, but you also feel a responsibility not to copy those 
people. In my mind, when I'm playing, my heroes are sitting on my shoulders. 


Ring of Queen 
BRIAN MAY 


BY STEVE VAI 
SE 


I DON’T THINK enough is really 
said about the brilliance of Bri- 
an May's guitar playing, in the 
sense that it's overshadowed by 
the greatness of the music itself. 
The Queen II album was one of 
those pivotal moments that just 
nailed me to the wall. 

He's probably one ofthe top identifiable guitar 
players, even more so than Beck, Page and Clap- 
ton. They're all so identifiable, but Brian May 
had such a tone in his head and in his fingers. It 
volumes. His contribution to orchestrated 
guitars is unprecedented. There was nothing like 
it before him. To me, it was like when Edward 
Van Halen came along and reshaped the sound 
of electric guitar. That's what I heard in Brian 
May’s playing. It’ mething that’s inherent in 
the brain of the guitar player. 

I remember working with Frank Zappa for the 
first time. I had just moved out to Los Angeles, and 
nobody knew me. I was 21. I went to the Rainbow 
Bar & Grill, and Brian May was there. I couldn't 
believe it. I mustered up every little bit of courage 
and went up to him and said, *Thank you so much 
for everything you've done. I play guitar. I'm here in 
town with Frank Zappa.” He said, “Oh, really? Why 
don't you come down to our rehearsal? 

I went down, and he brought me up on the stage, 
and he let me play the guitar—the guitar that he 
built with his dad [the “Кей Special"]. I couldn't 
even believe that I was touching this instrument! 
He was so kind and so warm, and for who? This kid, 
you know? And I played his guitar, and it sounded 
like Steve Vai. Then when he played it, it sounded 
just like Brian May. It was very apparent to me that 


sp! 


his tone is in his fingers and his head. 

He's a class act from head to toe, and 
it shows in his playing. I can listen to 
any pl and tomime their sound, 
but I can’t do Brian May. He's just walk- 
ing on higher ground. 


Mr. Heavy Metal 
MARTY FRIEDMAN 


BY JASON BECKER 
[зу comam 


WHEN I WAS 16 years 
old, I sent a demo 
tape to Mike Varney 
of Shrapnel Records. 
He called me and 
said I should go and 
meet Marty. 

I went to Marty's 
tiny apartment in San Francisco. We 
started jamming, without amps. That 
moment changed my life. What he was 
doing was so new to me. The unique 
bends, vibrato, exotic les, phras- 
ing and timing we: nating to m 
And then it hit me: he was a lot better 
than I was. I started to sweat. I tried to 
play my best stuff, but my musical mind 
had already shifted. I knew I wanted to 
learn from this guy. 

Marty wa 
my technique and the melodies on my 
demo tape. He started coming over to 
record his songs on my four-track. He 
taught me the second harmonies and 
counterpoint lines. Once he saw that I 
was a sponge for learning, he started in- 
corporating some of my ideas. I feel like 
every day that I jammed or wrote with 


very complimentary of 


Marty was like taking lessons for a year. 
He taught by example, and with his 
influence I learned how to be my own 
unique creative artist. Even to this day, 
when I am composing and I get stuck, I 
think to myself, What would Marty do? 


Master Cd 
EDWARD VAN HALEN 


BY RICHIE KOTZEN 
УБЕ 


THIS IS KIND OF 
emb: ing, but 
the first time I heard 
Eddie Van Halen 
was on the solo for 
Michael — Jackson's 
“Beat It.” I was like, 
"Man, that's unbe- 
lievable. Who is this guitar player?" I 
asked around and found out it was Ed- 
die Van Halen. Then I ended up getting 
some Van Halen records, and after that 
I just really wanted to play like him. 

He didn't sound like any other guitar 
player, but it was more about the way 
that he played the notes. Everyone talks 
about Van Halen's sound, but it really 
has to do with his timing, his rhythm 
style and his phrasing. It's more about 
that to me than the amp or whatever 
guitar he's using. 

The first time I saw Eddie play, I 
had the best possible seat. Because 
we had the same guitar tech, І was 
able to watch him from this little 
room under the stage, where he goes 
to change guitars or do whatever. It 
was pretty incredible. 


Speed Swede 
YNGWIE MALMSTEEN 


BY GEORGE LYNCH 
ڪڪ‎ 


EVERY LITTLE MICROEVOLUTION of the 
guitar that came along in the Sixties, 
Seventies and Eighties influenced me. 
The number of people | didn't appreci- 
ate is probably a much smaller list. 

Yngwie is one of those players that 
had a huge impact on me. His neoclassi- 
cal style was just mind-blowing to me. 1 
was raised as a blues player and learned 
my chops in the late Sixties, early Sev- 
enties, so it was all incredibly new to 
me. Just the ferocity of it was mesmer- 
izing. The ease with which he does it 
was fascinating, too. 

Ultimately, guitar-driven Eighties 
music had wound itself to the point of 
absurdity and inaccessibility. | mean, 
how many people can actually appre- 
ciate that kind of music? It's just an 
elitist speed contest. But Yngwie cre- 
ated the trend. On a pure playing level, 
players that create music that touches 
people are always viable. And that's 
why he's still around and a lot of the 
other guys aren't. 


Stone Unturned 
MICK TAYLOR 


BY SLASH 


MICK TAYLOR HAD THE 
biggest influence on me 
without me even know- 
ing it. My favorite Stones 
records were Beggars Ban- 
quet, Let It Bleed and Sticky 
Fingers. Those three were 
major to me because I wa: 
exposed to those records as a kid when they 
first came out. Mick Taylor played on a couple 
of those records and went on to play with the 
Stones for a couple more. As I got older and 
started playing guitar, I always gravitated to 
his style. 

People always mention Jimmy Page, Jeff 
Beck, Angus Young...all the obvious ones. But 
there are guys like Mick Taylor and Joe Walsh 
that were as important. Mick Taylor had a 
really cool, round-toned bluesy sort of thing 
that I thought was really effective. 

One of the greatest Mick Taylor solos i 
*Can't You Hear Me Knocking?" from Sticky 
Fingers. It's the kind of stuff that's almost like 
old Eric Clapton—it's very simple stuff, but 
it's about how the notes are placed and how 
you approach them. The new guard of guitar- 
ists always forgets about doing simplistic and 
very effective guitar playing that speaks to 
you. It's not all about two-handed tapping. 


The Wizard of 
Blizzard 
RANDY RHOADS 


BY FRANK HANNON 


I WAS ALWAYS A BIG FAN 
of Randy. In 1980, when 
Ozzy's Blizzard of Ozz 
came out, some friends of 
mine went to see him per- 
form in Oakland and came 
back raving, saying, *Man, 
we saw this guitarist today, 
and he was better than Eddie Van Halen!" 

This was a few years before we started Te- 
sla. I was already playing guitar and was a big 
fan of Eddie Van Halen. So we went down to 
the local record store and got the album, and 
I was infatuated from day one. Randy was do- 
ing everything that Van Halen did, and more. 
It was the classical knowledge that he was in- 
corporating into the guitar. The arrangements 
on “Crazy Train" and "Mr. Crowley” were un- 
believable. I think a lot of the soloing on Van 
Halen tracks were improvised, which is cool. 
Randy took it a step further. His discipline 
probably came from his mother who taught 
him at her music school [Musonia School of 
Music in North Hollywood]. When I was a kid 
I would read the guitar magazines, and he 
would always mention that his mother was a 
big influence. 


I went to visit the school, and 
I met Randy's brother, Kelle, and 
his mother Delores, who is nick- 
named “Dee.” “Dee” was also the 
title of an acoustic song on Bliz- 
zard of Ozz, which was a big in- 
fluence on me. If you listen to my 
acoustic solo on “Love Song" it's 
really inspired by that. I played 
that for Dee when I met her re- 
cently. She loves meeting fans, and 
he told me some stories about 
Randy. She said that his favor- 
ite song was [the Big Band swing 
tune] "Chattanooga Choo Choo," 
how he found his first guitar in his 
father's closet, and how when he ` 
was in London recording Diary 
of a Madman he would spend all 
his downtime studying classical 
music at a university. She just lit 
up when she talked about Randy. 
I have a video of that meeting on 
my web site. 


Blonde 
Ambition 
ZAKK WYLDE 


BY RON “BUMBLEFOOT” 
THAL 


IFIRST HEARD 
Zakk in 1986, 
when he was 
with a New Jef- 
sey band called 
Zyris. The next 
thing I knew, 
he was playing 
y. Like Zakk, I had been 
a huge Randy Rhoads fan, so I was 
very happy that Ozzy picked Zakk 
to be his guitarist. 

When you hear Zakk’s play- 
ing, you know right away that it's 
him, with that distinctive use of 
harmonic vibrato on the lower 
string. Before he came along, ev- 
ery time you saw a blond-haired 
guitarist kicking a Les Paul's ass 
you thought of John Sykes. Now 
you also think of Zakk. In addi- 
tion, he's very dive ylistically, 
with the southern rock of Pride 
and Glory [Wylde’s early Nine- 
ties group], the singer-songwriter 
style of his Book of Shadows album 
[1996] and, of course, what he does 
with Black Label Society. 

I met Zakk for the first time 
about a year and a half ago; he was 
a guest on my friend’s TV show. 
His visit to the studio was sup- 
posed to last for three hours, but 
he ended up staying for 14. Be- 
sides being a phenomenal musi- 
cian, Zakk’s as good-hearted as I 
expected. I hope that some day we 
can do it again. 


with Oz 


Top’s 
B.B. KING 


BY BILLY GIBBONS 
fee 


MY FAVORITE 


at the Regal, recorded in 1964, remains a classic. 
The electricity, the crackling atmosphere... Plus, it’s 
a great sound, recorded with a full band, horns and 
piano, and a rabid audience thrown їп. 

B.B/s distinctive one-note style, his sustain and 


attack, that 


Mir. Underrated 
MALCOLM YOUNG 


BY SCOTT IAN 


name. Is Malcolm Young the greatest rhythm guitarist in 
the world? No contest. 

I recall being given one of his guitar picks recently af- 
ter a gig on the band's current tour, and it was half worn 
down. But you know what's astonishing? Apparently that 
pick was used on just one song during the band's set that 
night. Malcolm gets through a pick for every song be- 
cause he hits the strings so hard. It's amazing. The man 


is truly a one-off. 


tween the vocals and the solos.. He's taken for 
granted now, which means he's underrated. Obvi- 
ously, he's a maestro entertainer rather than a blues 
purist, though he can be that too. He's a former cotton picker, but he remains so self- 
effacing, plus he has a great sense of humor, lyrically and in life. He's got class. 


Pick 


GUITARIST is В.В. King. His album Live 


kind of call-and-response thing be- 


MALCOLM YOUNG HAS got to be the 
most unsung, underrated guitar hero 
of all time. He’s the backbone of AC/ 
DC, the greatest rock band ever, and 
has written some of the most amaz- 
ing riffs you'll hear. This is the man 
responsible for more great rock mo- 
ments than any other guitarist you can 


When I first started to listen to AC/DC, it was Angus 


who caught my attention. He was 
the lead guitarist and got all the 
glory. But in about 1979, when I 
began to get into guitar playing in 
a serious way, I gravitated toward 
Malcolm. I was listening to what 
he did, because he was the guy 
writing the music. I now appreci- 
ate just how incredible he is. He's 
a songwriter, not a shredder, but 
without him what would AC/DC 
sound like? 

Ш you've never heard him 
play—and can there be anyone on 
the planet who hasn't heard Mal- 
colm Young?—then go and listen 
to the opening chords of *Back in 
Black." If that doesn't move you, 
then you have no soul. The other 
songs I'd strongly recommend are 
“Riff Raff” and “Beating Around 
the Bush.” The way he takes 
straight blues riffs and siphons 
them though the AC/DC sensibil- 
ity is a lesson to all guitari: 


Show Mian 
GEORGE HARRISON 


BY ELLIOT EASTON 


I WAS 10 YEARS OLD 
when the Beatles 
played the Ed Sul- 
livan Show [in Feb- 
ruary 1964], and I 
was already playing 
a little guitar. To 
see George Harrion 
there, standing off to the side, looking - 
down at his guitar while he played his 
licks—to my impressionable mind it de- 
fined what a lead guitarist was. 

I knew right then what I wanted 
to do with my life: I wanted to be like 
the guy in the middle—the guy looking 
down at his guitar and playing all the 
little fills and solos. Harrison taught me 
about short solos and hooks, and what 
а hook 15. АП those mid-Sixties Beatles 
{га whether it was “Day Tripper” 
or “Ticket to Ride” or whatever—they 
all start with a guitar lick that you wait 
to come around again in the chorus. 
That’s where I learned to do that. 


Love at First 
Sting 
ULIJON ROTH 


BY KIRK HAMMETT 


AROUND THE TIME 
of Metallica’s Death 
Magnetic ons, 1 
began listening again 
to some of the rock 
music of my teens, 
and it inspired me 
all over again. Га 
forgotten how much those guitarists 
meant to me. 

Uli Jon Roth is one of those players. 
When I started listening to him again, I 
realized that I can still learn a lot from 
him. I love his choice of notes, the atti- 
tude behind his playing and thé way his 
solos “up” the level of his songs. He took 
Scorpions to a totally different level. Af- 
ter his solos, you're left there shaking 
your head. It's like being sideswiped by 
atruck. 

The track I love the most is the one I 
play every night, “The Sails of Charon,” 
from Taken by Force. The opening motif 
is just great. It’s spooky sounding, exot- 
ic. It’s very old-school heavy metal. Peo- 
ple in the audience who know the song 
recognize that I'm flying the flag for that 
old-school metal, and they come to me 
and say, “Bro, ‘Sails of Charon’ rules!” 
There are a lot more Uli Roth fans out 
there than I expected. 
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FRANK ZAPPA 


BY DWEEZIL ZAPPA 


[ i 


яу 


I WAS NEVER INTIMIDAT- 
ED by my father's technique. 
I think most guitar players 
are just excited to see some- 
body do something they 
didn't think was possible. 
We'd sit and play together, 
but what Frank was doing 
was musical. I couldn't grasp 


it at a young age—it was too sophisticated for me. 
He'd show me inversions of chords and composi- 
tion devices—moving triads around the neck and 
stuff. It sounded neat, but I didn't always under- 
stand what was happening musically. 

I do the Zappa Plays Zappa tour because I want 
to get Frank's music more into the public eye. I 


want him to be better understood. 
I think there are a lot of miscon- 
ceptions about his music and him 
person. First of all, Frank was 
really a composer who used a rock 
band like an orchestra. He could 
hear stuff in his head and just 
write it down. I didn't have a mu- 
sical background; I was just a guy 
who learned things by ear—more 
a guitar pla than a musi 
The first thing I learned w: 
incredibly fast passage toward the 
end of “The Black Page.” It took 
me a good five or six months, and 
I had to totally change my pick 
ing technique in order to play this 
thing. I'd have to play it really slow 
for hours and hours and hours. 
I definitely think Frank would 
enjoy that we go to such great 
lengths to get it right with Zappa 
Plays Zappa. 
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$ бап’ Explain 
PETE TOWNSHEND 


BY ACE FREHLEY 
ey 


1GOT ALL MY RHYTHM work from listening to Pete Town- 
shend and Keith Richards. | think Pete is a wizard when 
it comes to chords. He can play the same chord in, like, a 
20 different positions, doing inversions, suspensions... 
Just listen to Tommy. l'm a huge fan. 

Pete has a great right hand as well as a great left hand. "Tattoo" is a great 
picking song, but of course he's known best for his power strumming, like on 
"Pinball Wizard," and his power chords, like on “Му Generation" and the chord 
that opens “1 Can See for Miles." His rhythm work was just amazing. 

The first time 1 saw the Who was the same day 1 saw Cream for the first 
time. They were both performing at a Murray the K show in Manhattan. [The 
revue-style show, presented by disc jockey Murray Kaufman, was called Music in 
the Fifth Dimension and presented at the RKO Theater from March 25 to April 2, 
1967.] | was cutting school, and a friend and I snuck into the show and got down 
in front. It was the Who's first New York show. | think the headliner was Mitch 
Ryder and the Detroit Wheels. 

| saw the Who perform again, at the Fillmore East, in 1968, the day after 
Martin Luther King got shot. [The civil rights leader was assassinated on April 4, 
1968.] The Who weren't going to play because they were worried about riots, 
and | believe they ended up doing a short show. Ironically, Paul Stanley [Freh- 
ley's former Kiss coguitarist] was there too, but we didn't know each other at 
the time. 


After Burner 
ALVIN LEE 


BY MICK MARS 


SOMETIMES I FEEL I should've been true to myse a guitar player 
and stuck with the blues. All bullshit aside, George Clinton, Boots: 
lins, Paul Butterfield, Mike Bloomfield, Alvin Lee, Jimi Hendr 
stuff was the total shit for me. I was brought up on those play 
they all influenced me in one way or another. 

When Bloomfield started getting too countrified for my liking, that's 
when I discovered Alvin Lee and Ten Years After. Alvin brought a real 
explosive side to the blues. Some people said they couldn't handle it, 
but I thought he was great. 


PETER GREEN 


BY RICH ROBINSON 
[у сд 


GROWING UP IN America, you 
couldn't help but hear Fleet- 
wood  Mac's  [mid-Seventies 
breakthrough albums] Rumours 
and Fleetwood Mac on the ra- 
dio all the time. And it was by 
getting into these records that 
I started to explore the Peter 
y. Obviously, he'd left Fleetwood Mac 
long before these were done, but I was influenced 


Green le; 


Introducing The Напамлгеа 


enough by them to want to know more 
about what the band had done before. 
And that's when I discovered the amaz- 
ing talent of the man. 

His playing is just so moving. Listen 
to what he achieves on *Oh Well" and 
“Rattlesnake Shake,” and it is stunning. 
What he does is so interesting because 
he doesn't overplay Green under- 
stands that simplicity could hold the 
key to the blues. 

It makes him so authentic. To my 
mind, Peter Green is the finest white 
man Гуе ever heard playing blues gui- 
tar. That's a bold statement when you 
consider some of the other greats, but 
I genuinely believe this to be true. His 


playing has the soul and passion of the 
blues. And yet he never seems to get the 
recognition enjoyed by people like Jimi 
Hendrix, Eric Clapton or Jimmy Page. 
Perhaps that's because he's so under- 
stated. If you check out something like 
“I Need Your Love So Bad,” what you 
hear is a guitarist prepared to submerge 
his own ego for the sake of the song. 
He gets the mood exactly right. He was 
never flamboyant like the others I just 
mentioned. As a result, he's often over- 
looked in the list of guitar greats. 

He also has such an incredible range. 
You can't ever claim that one particular 
song defined him in the way that you 
can with Hendrix. 

When the Black Crowes recorded 
and toured with Jimmy Page, he told 
us so many Peter Green stories. It was 
clear that Jimmy loves the man's talent. 
And if he's good enough for a giant like 
Jimmy to acclaim, then it reinforces my 
adoration. 


RON ASHETON 


BY KIM THAYIL 
SERRE ADS) 


IT WAS THE Seven- 
ties when I first heard 
the Stooges. By then, 
all the albums by the 
New York Dolls, the 
Stooges and the МС5 
were out of print. You 
could only find them 
in used-record stores, and the nearest was 
six miles away. Га check out their racks, 
and once in a while I got lucky. 

The Stooges' Funhouse album was 
one that I found. There's some crazy 
stuff on side two—some really great, ag- 
gressive rock solos. Ron has a particular 
gritty, sleazy sound with the groove that 
he lays down. And the dueling improvi- 
sations with saxophone made for some 
cool jazz noise rock. 

The Stooges didn't do as much of 
that 12-bar blues stuff. They just hit a 
groove and then hypnotically beat you 
over the head with it. They just stayed 
with that riff for a long time. Of course, 
there is a lot of blues in what Ron did, 
but there's something a lot looser, too, 
and it was freer and it utilized chaos. 
It was something that was definitely 
not present in FM rock or Top 40 at 
the time. *I Wanna Be Your Dog," “ТУ 
Eye,” "Loose," “Down on the Street"... 
"They're all amazing. If rock should be 
about anything, it should be about free- 
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dom and rebellion, and not the stupid 
requirements that would be imposed 
upon you by the record company—like 
professionalism. I mean, it's good for a 
person to know their damn instrument, 
or else you can't come up with inventive 
ideas, but not to be bound by the pat- 
terns on the fretboard. EU 
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How a small California guitar parts and repair facility kick-started the guitar custom shop revolution 
and became the premiere maker of superfast guitars for everyone from Eddie Van Halen to Steve Vai 
to Warren DeMartini. Guitar World celebrates the storied history and glorious renaissance of CHARVEL 
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Eddie Van Halen with the 
yellow-and-black-striped 
Charvel built for him by Grover 
Jackson; (opposite) current 
Charvel employees in the 
Corona, California, facility 


Wayne Charvel unwittingly spawned 
a guitar custom shop revolution when he 
opened Charvel's Guitar Repair in 1974, 
in Azusa, California. The shop per- 
formed aftermarket customizations and 
sold parts that allowed guitarists, includ- 
ingan early customer named Eddie Van 
Halen, to build their own instruments. 
Atthe time, the major guitar companies 
didn't offer custom work to the public, 
and they typically turned over artists’ 
modification requests to independent 
luthiers, such as Charvel. In that respect, 
Gibson, Fender and the other big firms 
helped independents like Charvel pros- 
per. Ironically, the poor quality of those 
companies’ guitars during that era drove 
more business to the doors of Charvel 
and its ilk, as players sought competent 
luthiers that could turn their mediocre 
instruments into something special. 

It didn't take long for Southern 
California guitarists to appreciate the 
Charvel shop's hot-rodded electron- 
ics and the superior playability that i 
modifications provided. By the late Se 
enties, when Charvel began to build its 
own guitars, the company's aptly dubbed 
"superstrats"—with their flat, unfinished 
necks and large fret wire—had become 
synonymous with the rising trend of 
shredding. As the Eighties gave 
to virtuoso shredders, Charvel guitars 
could be seen in the hands of players 
like Steve Vai, Jake E. Lee, Warren De- 
Martini and George Lynch. But Charvels 
weren't exclusive to metal player: 
Fusion giant Allan Holdsworth played 
custom Charvels, and in the late Eight- 
ies Jeff Beck exclaimed, “These guitars 
made me want to start playing again!” 

Charvels were built for speed, but 
they also had a sound all their own. 
“They never sounded like Fenders or 
Gibsons,” says Dweezil Zappa, who 
acquired his first two Charvels in 1982. 
"hey always had their 
own sound and person- 
ality. The guitars were 
built with more dexter- 
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Grover Jackson 


ity in mind. It was easier to reach 
the top frets, and the vibrato 
tems were set up well.” 
Credit for the company’s 
mainstream success is due to 
Grover Jackson, the man who is 
considered the mastermind and 
father of metal guitars. Though 
he’s known today for the brand 
that bears his own name, Jackson 
first made his mark with Charvel 
after he bought out Wayne’s in- 
terest in the company in Novem- 
ber 1978. Jackson and his team of 
noted luthiers refined the instru- 
ments and instituted production 
facilities that allowed him to 
bring Charvels to the masse 

Under Jackson’s guidance, 
Charvel grew in popularity 
throughout the Eighties as the 
shred phenomenon took off. 
Production began to shift to Ja 
pan in 1986, and in 1989 Jackson 
sold his interest in the company 
to the Fort Worth, Texas inv 
ment firm, International Mus 
Corporation (IMC). Charvel’s 
numerous original employees 
went to work as master builders 
at Fender, where many of them 
still work today, High-quality 
Charvels continued to be manu- 
factured in Japan, but the rise 
of grunge in the early Nineties 
reduced demand for the instru- 
ments. As the decade went on 
and sales waned, quality began 
to dip, and the brand became 


8. 


с 


ociated with inferior budget 
instruments. 

By the time Fender acquired 
Charvel in the fall of 2002, the 
brand had been all but aban- 
doned. Over the past seven y: 
Fender has managed to return 
it to its old glory, thanks in gi 
part to those many original em- 
ployees in Fender's ranks. Char- 
vel senior product manager Mi- 
chael McGregor says, “Charvel 
is a brand steeped in history and 
tradition. Building these guita 
again with the original recipe 
true labor of love." 

Charvel's colorful story 
convoluted history of genius, 
serendipity, iconic players, 
third-party financiers and tal- 
ented builders. But whatever the 
circumstances, there v 
thing special about each Charvel, 
whether it was made in America 
or Japan. 

Grover Jackson says, “There 
was a vibe and a team spirit at 
Charvel that I never experienced 
anywhere else. Sometimes the 
good intention of the creator 
gets into the product, against all 
odds, and this was certainly true 
of every Charvel that went out 
the door.” 


sa 


ome- 


Charvel's Guitar Repair 
The man whose name is on 
Charvel guitars was a part of the 
company for only four years, but 


Wild custam finishes were a signature feature of Charvel guitars, and remain sa today. 


Wayne Charvel's contributions 
and importance to the history of 
player-centric guitars can't be 
understated. He was a typical 
Southern Californian hot-rod en- 
thusiast, whose innate mechanical 
and artistic talents inspired his 
re to help players improve and 
personalize their instruments. 
Originally a sign painter, Char- 
vel discovered he had a remark- 
able aptitude for guitar refinish- 
ing. In the late Sixties and early 
Seventies, he began to perform 
custom work for Fender, including 
paint jobs and pickup installations. Using other company's parts, 
he also created two blonde Tele-style guitars for Billy Gibbons, a 
black Strat-style guitar for Ritchie Blackmore and a one-of-a-kind 
Plexiglas bass for the Who's John Entwistle. Painting flames on 
guitars, as he did on several of Gibbons' Ё 
Wayn 


desi 


enders, became one of 

) as I know, I 

was the first person to ever paint hot-rod flames on a guitar." Over 

the rs, attention-getting paint jobs would be a defining char 

teristic of the guitars that bear his name 
Wayne opened Charvel's Guitar Repa 


arvel 


ticular specialties, C 


n1974 in the Southern 
California town of Azusa. There, he continued to take on work 
from Fender, sell aftermarket parts and offer some custom services 
to the public. One noteworthy player who wandered into Cha 
shop in the early Seventies was a young hotshot named Eddie Van 
Halen. 

“Eddie came by the shop a lot and sometimes would sit on the 
floor and play the guitar while we repaired some of his other gui- 
tar ;harvel recalls. “Опе day, Eddie came over to the shop and 
asked if I had an extra body and neck. I told him that I had an extra 
Boogie Body neck and an old body in my shop. I gave Ed the parts, 
and the next time I saw the guitar he had used a spray can to paint 
it white with black stripes. He used nails to hold the pickup in the 
body." 

This was the first of Eddie's fabled “Frankenstein” guitars, as 
was featured prominently on Van Halen, the self-titled debut from 
Ed's group. It eventually served as the template for the Grover 
Jackson-built black-and-yellow-striped Charvel superstrat that Ed 
can be seen holding on Van Halen II. Though Wayne couldn't have 
imagined it at the time, his shop's association with the guitarist 


vel's 


A historic photo of the Charvel workshop; (right) an old 
magazine ad touting guitar bodies in "vintage colors." 
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would springboard Charvel's su 
Although Wayne was 


known today 


within a few y 
well known for his paintwork, Charvel's repair 
guru, Karl Sandoval was the shop's main attraction. 
s the innovator of Randy Rhoads’ polka dot V, but long be- 


"EDDIE САМЕ BY THE SHOP A LOT 


and sometimes would sit on the floor 
and play the guitar while we repaired 
some of his other guitars." —wayne charvel 


andoval is best 


fore he worked on that guitar he was Charvel's chief employee. Sandoval, 


who routinely worked on Van Halen's guita 


s, introduced Eddie to Char- 


vel's shop and turned him on to using a Variac voltage-regulating device 
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with his amps, something 
that Eddie has long credited 
with helping him create his 
signature “brown sound." 
After a year in Azusa, 
Wayne moved the shop to 
San Dimas, which is now 
widely celebrated as the 
birthplace of shredder gui- 
tars. Even though the shop 
offered repair services, most 


of Charvel's business was 
from mail-order sales of 
Boogie Body and Schecter 
Guitar Research bodies and 
necks, pickups from DiMar- 
zio (then in its first ye: 
a supplier of aftermar 
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guitar pickups), and re- 
placement parts. Many gui- 
tars of the time came stock 
with plastic and low-quality 
steel parts, and Charvel was 
among the first suppliers to 
offer superior replacement 
hardware, including brass bridges, stainless-steel tremolo arms and 
aluminum jack plates. 

Unfortunately, parts and repairs didn't bring in much money, so 
Charvel tried to expand into building guitars. For funding, he teamed 
up with an investment firm called International Sales Associate. Not 
much happened, however. By 1977, Charvel still wasn't building its 
own guitars and was facing severe financial problems. 

In the early months of that year, an Anvil Case employee named 
Grover Jackson came into the shop to purchase a Telecaster body. A 
skilled guitarist, Jackson had been trained in guitar building by an At- 
lanta luthier named Jay Rhyne. However, i kills that 
interested Charvel. The two men got to talking, and over lunch that day 
they decided to work together. In exchange for helping to turn around 
the company, Jackson would receive a 10 percent share of Charvel’s 
Guitar Repair 

Over the next year, the new partners worked together but disagreed 
vehemently about how to move the company ahead and begin building 
guitars in-house. In November 1978, after months of growing frustr: 
tion, Charvel decided to sell the business to Grover for a total sum of 
about $40,000, which included Charvel's debt load of nearly $33,500. 


Grover Jackson Takes Over 
On November 10, 1978, Grover took sole ownership of Charvel, with 
the monumental task of turning a faltering repair shop 
into a thriving guitar production facility. To begin pay- 
ing off the company's debt, Jackson borrowed $7,500 
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from his parents. He recalls, *My father built a few guitars, they had generally done 
said, if you piss this away, don't come so using parts from other manufacturer 
home again!" That would quickly change under Jackson's 
Time was of the essence, and not only leadership. Grover recalls, “We had started 
for financial reasons. The guitar world making bodies for Mighty Mite and DiMar- 
was finally becoming aware of Char- zio to stay afloat, but we didn’t know how to 
vel: one of the first guitars built under make n yet." With interest in Charvel 


Grover's leadership was Van Halen's guitars soaring, they had to learn fast. Says 
yellow-striped, black Charvel superstrat. Jackson, "It was eight to 12 months before 
Van Halen's first album had just been re- — Charvels actually started rolling off the line. 
leased, and guitar 
eager to get their hands 

on a guitar just like Eddie 
Van Halen played. Sud- 
denly, everybody wanted a 
Charvel, 

Unfortunately, Grover 
had no means to mass pro- 
duce the instruments and 
get them to market. So he 
began to assemble a team 
of gifted young guitari 
who were willing to learn 
the trade, some of whom 
had backgrounds simila 
to Grover's, in furniture 
building and woodworking. 
A young guitarist named 
Mike Eldred was Grover's 
first hire. He had initially 
and serendipitously come 
into the shop to commis- 
sion a superstrat like the 
one hi nd Eddie Van Early Charvel convert Steve Vai, with his “Green Meanie” 


Halen showed him weeks اسا‎ 


earlier. Soon to follow 


ts were 


were Tim Wilson, Mike Shannon, Todd Charvel guitars debuted in Atlanta at the 
Krause, Pat McGarry, Steve Stern, Mark 1979 summer NAMM show. The relation- 
Gellart, Pablo Santana and Kenny Mc- ships that Jackson formed at Anvil Cases 
Cutchin, many of whom continue to helped him sell the first guitars to a handful 
work with Fender or Jackson today. of dealers, including Musician's Supply, 
This became Jackson's dream team, and which became Musician’s Friend. Guitar 
with it, he paved a future for Charvel. Center in Hollywood, a hot spot for up-and- 


While Charvel and his employees had coming star 

retailer for Charvel. 
In preparation for the expected demand, 
eats] the company quickly moved its operations 

from San Dimas to a larger facility in Glen- 
dora. Many players think that U.S.-built 
Charvels were made in San Dimas because 
they all had a neckplate bearing the com- 
pany’s San Dimas Р.О. Box number and 
address. In fact, almost every American- 


| F ۷0 0 made Charvel built after Jackson bought the 
company came out of Glendora. He simply 


continued to put San Dimas neck plates on 
PISS TH IS Charvels because the company's San Dimas 


P.O. Box was close to his home and spoke to 


the company's roots. 
5 The new Charvel models received an en- 


thusiastic reception from dealers and play- 
ers. The company’s humbucker- and tremo- 
lo-equipped superstrat quickly became the 
favorite model and is still one of the most 
sought-after guitars on the used market. But 
Charvel also built an equally impressive San 
Dimas Tele and Explorer, as well as a guitar 
inspired by Eddie Van Halen's modified 
-Jackson Ibanez Destroyer, called the San Dimas Star. 
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soon became another major 
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hannon says, “We all worked for 
perfection and quality—shaping necks 
to be fast and comfortable, doing superb 
paint work, and meticulously dressing 
the frets... Each guitar had a personality 
for the player to discover.” 

One of the superstrats’ key features 
was a compound radius fingerboard. 
Eldred describes the flattening arc of 
the radius as being “like an inverted 
ice cream cone,” where the lower frets 
have a smaller radius that’s comfortable 
for chording and the higher frets 
a flatter or wider radius that f; 
speed, low action, high bends, 
ons and arpeggios. Tim Wilson did the 
math to determine the measurements 
that made consistent production of a 


А new Charvel 
San Dimas Style 2 2H 


compound radius fretboard possible for 
the first time. 

Early Charvel bodies were all made 
from heavy woods, typically ash. Light- 
weight woods didn’t become popular 
until Allan Holdsworth requested cus- 
tom-built basswood Charvels. (A friend 
of Jackson's, Holdsworth held rehears- 
als for his 1982 album, 1.0.U., at the 
Glendora shop.) This was the first time 
that a lightweight wood was ever used 
by a major manufacturer on a solidbody 
electric guitar. 

Another component featured on al- 
most all Charvels was a modern tremolo 
from either Kahler or Floyd Rose. Most 
ofthe very early Charvels were built 
with Kahler brass vintage-style trems 
that were non-locking. A short time 
later, Charvel started mounting the 
double-locking Floyd Rose system that's 
preferred by the majority of whammy 
and dive-bomb specialists. Steve Vai was 
an early fan of the whammy-equipped 
Charvels. He says, "Before I created 
my signature Jem model for Ibanez in 
the early Eighties, Grover Jackson was 
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working on innovative guitar designs. He 
was one of the first to put a humbucker and 
hammy on a body that actually worked. 
This helped shape much of the early Eight- 
ies dive-bombing extravaganzas that per- 
vaded the metal guitar 

Like Van Halen's striped Charvels, Vai's 
een Meanie" Charvel became a highly 
ble example of the company's work and 
growing influence, making appearances 
on Vai's Flex-Able album cover, numerous 
magazines and, later, in the video for David 
Lee Roth's "Yankee Rose." The guitar that 
became the Green Meanie was originally 
one of Grover's personal superstrats. Vai 
borrowed the guitar to take on tour with 
Alcatrazz. A few months into the tour, he 
called Jackson and said that he didn't want 
to part with the guitar and 
had painted it green. Jack- 
son let him keep it. 

While many players, 
including Vai, were con- 
tent with an outlandish 
paint scheme on their 
Charvel, Randy Rhoads 
was not. He recognized 
the playability of a Ch 
vel but wanted a guitar 
that had a more radical 
look, right down to the 
body shape. In December 
1980, while in California 
on a break from the Bliz- 
zard of Ozz tour, Rhoads 
sat down with Jackson 
and began designing a 
new guitar. The result was 
an offset-bodied white V- 
style instrument that they 
named *the Concorde." 
The appellation was later 
changed to RRI, for “Randy Rhoads Model 
One.” It remains one of Jackson's most 
popular guitars. 

The guitar's look v 
the time, however, and Jacks 
alienating customers, was hesitant to place 
the Charvel name on the instrument. In- 
stead, he put his own name on the pointed 
headstock, and Jackson Guitars was born. 
Jackson had made one V-shaped neck- 
through-body guitar for Swiss virtuoso 
Vic Vergeat that predated the Concorde, 
but Rhoads’ guitar was the first to display 
the son logo. Going forward, Jackson 
became the sleekly insane brother to the 
wild, yet traditional, Charvel brand. From a 
construction standpoint, Jacksons were the 
company's neck-through-body guitars and 
Charvels their bolt-on instruments. Ironi- 
cally, considering Grover's original concerns 
about the RRI, the popularity of Jackson's 
ag ive styling soon overshadowed the 
more conventional-looking Charvels. By the 
mid Eighties, MTV looked like a 24-hour 
advertisement for Jackson. 

Of course, custom and sometimes wild 
paint jobs remained a highlight of the Char. 
vel/Jackson guitar lines. Numerous graphic 
artists worked to bring customers' visions 
to life on Charvel and Jackson guitars, the 
first of which was Ernie Predrigon. Prob- 
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George Lynch 
popularized the 
Bengal Tiger- 
stripe finish 


ably the best known and currently active 
of them were Dan Lawrence and Glen 
Matejzel. These artists painted ev 
thing from hot-rod flames, zebra stripes, 
snake skins and lightning bolts to skulls 
and blood, camouflage, and artist-specific 
paintwork. Lawrence says, "After Eddie's 
stripes and Randy's polka dots, graphics 
became the most popular way for someone 
to truly personalize the instrument." Adds 
Matejzel, “Fans sometimes didn't know а 
player's name, but immediately associated 
a certain graphic with a band." Among the 
most recognizable and requested paint jobs 
were George Lynch's Bengal Tiger stripe 
and Warren DeMartir apanese-themed 
Rising Sun graphic: 
Even with the great demand for Char- 
vels and Jacksons during the early and mid 
Eighties, the company was barely in the 

“I didn't understand 
money. I was just thinking about product. I 
wanted to push the envelope. If I could do 
something better, I threw every nickel at it. 
There wasn't enough margin built into the 
price, and we just weren't turning a profit." 

In an effort to save the company and 
expand operations and distribution, Gro- 
ver merged with International Music Cor- 
poration, a multi-product distribution and 
investment company based in Fort Worth, 
Texas. In return for giving up sole owner- 
ship of Charvel/Jackson, he received а 12 
percent share of the larger company. Like 
many outside investors, IMC was primarily 
interested in shaking every dollar out of 
the company's potential profitability. 

The first change was to move all stan- 
dard Charvel production to Japan, while 
Jacksons and custom Charvels continued 
to be made in Glendora. The newly funded 
company launched eight new Japanese 
Charvels, simply denoted as a Model 1, 
Model 2, and so on. By far, the most popu- 
lar of these were the Model 4 and Model 
6: the Model 4 was a bolt-on guitar with a 


black. Jackson says 


humbucker and dual single- 
coil pickups and a Floyd 
Rose-licensed tremolo; the 
Model 6 was a set-neck ver- 
sion of the Model 4, making 
it, essentially, a Japanese- 
built Jackson Soloist. Both 
models featured Jackson's 
own active pickup system, an 
onboard gain-boosting pre- 
amp and a bound rosewood 
fretboard with shark-fin 
inlays. By any standards, they 
were exceptional guitars for 
the money and set the early 
standard for ovei guite 
production. The neckplates 
on the Japanese Charvels 
replaced the San Dimas ad- 
Fort Worth, TX” 
anod to the location of IMC’s 
headquarters, That soon 
changed. In 1986, in an ef- 
fort to cut costs further, IMC 
moved Jackson production 
from Glendora to a facility in 
Ontario. With Charvel pro- 
duction situated in Japan, the Ontario facil- 
ity was to produce Ja 
although it did produce a few Charvels to 
satisfy a backlog of custom-ordered instru- 
ments. 

The following year, as sales boomed, the 
Ontario facility reached its peak size with 
135 employees, 28 of whom worked around 
the clock winding pickups, thereby making 
Charvel/Jackson the world’s largest pickup 
manufacturer—even if it was just making 
pickups for its own guitars. Both brands 
continued to sell extremely well for as long 
as metal ruled the airwaves. However, IMC 
wanted to lower costs further, and in 1989 
the company decided to fire 80 percent 
of the Ontario staff and move the bulk 
of Jackson production to Japan. Grover 
unceremoniously sold his interest in the 
company and grudgingly moved on to other 
ventu In doing so, he lost the right to 
use his name on a guitar, just as Wayne 
Charvel had 10 years before when he sold 
Charvel to Jackson. 
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Charvel After Grover Jackson 
Charvel continued forward after Grover's 
resignation, but the popularity of guitar 
music was waning in the growing shadow 
of grunge. Mu 
virtuosity jus ears before were now 
accused of overplaying the instrument and 
lacking “feel.” With Jackson production 
moving to Japan, the Ontario plant was | 
becoming a ghost town. In 1990, Tim Wil- 
son recalls, “we began to experience severe 
layoffs in Ontario. We went from 107 em- 
ployees to about 35 by the end of the year." 
Wilson stayed on as plant manager in On- 
tario for the next 12 years, before eventually 
joining his friends and many of his former 
Charvel coworl at Fender. During that 
time, Charvel introduced several new lines, 
including the СІ 
Fusion Series and Contem- 
porary Series, as well as the 
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semihollow Surfcaster, which had lipstick pick- 
ups. Most of these guitars were sleeker than their 
mid-Eighties counterparts and more like Jacksons 
in their body and neck styles. The logo was also 
changed during these years from the original 
guitar-shaped lettering to a whimsical and poorly 
received cursive style script that became known as 
the “toothpaste logo.” 

Things weren't entirely quiet at the Ontario 
facility. In 1993, Charvel began manufacturing a 
limited run of American-made San Dimas Series 
guitars for a store in New York < Thanks to 
their popularity, IMC allowed Charvel to start 
taking custom orders. Although production qual- 
ity had remained high throughout the IMC years, 
it began to suffer in 1998, when IMC sold the 
brand to the Akai Musical Instrument Corpora- 
tion, which was a part of the Chinese firm, Semi- 
tech Global. The company shifted the remaining 
production to Korea and India, in the process 
severely crippling Charvel's quality, reputation 
and what was left of its diminished sales. 


Two new Charvel So-Cal Style 1 2H guitars 

Charvel Today 
= In 2002, Fender purchased Charvel and Jackson 
from Akai and began a concerted effort to bring the guitar maker back to its original form. Mar- 
keting manager Mike McGregor says, “We are fortunate to have many of the original Charvel 
builders and employees with their hands on these instruments. We also had access to a plethora 
of original Charvel guitars and numerous dealers and collectors." 

Eddie Van Halen's striped EVH Art Series guitars were the first instruments to come out of the 
newly reformed shop, located in Fender's Corona, California facility. The company also made a 
limited release of EVH Frankenstein repl from the Custom Shop. Next were a Warren DeMar- 
tini signature model, two San Dimas superstrats and a San Dimas Tele. Fender's ownership makes 
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it possible for these guitars to feature 

the Stratocaster headstock once again. 

In addition, the models sport an exact 
recreation of the San Dimas P.O. Box 
neckplate: although a Costco now sits on 
the space where the hallowed San Dimas 
shop once stood, Fender receives mail at 
the Charvel shop's former San Dimas ad- 
dress. And considering that Wayne Char- 
vel set off the custom shop revolution, it's 
only appropriate that the new Charvel 
has its own Custom Shop. Adding to the 
authenticity of Charvel's customs, Dan 
Lawrence and Glen Matejzel are again 
painting many of Charvel's graphics. 

In one respect, the Charvel story has 
come full circle: It was more than 35 
years ago that Fender commissioned 
Wayne Charvel to do his first official 
custom work on a Stratocaster. In an- 
other respect, the timing is perfect for 
the reborn Charvel brand. Virtuoso gui- 
tar playing has been on the rebound for 
the past several years. And then there's 
the nostalgia factor: a lot of those new 
players were inspired by guitarists who 
did their shredding in the Eighties on a 
Charvel. McGregor says, “I’m delighted 
that there is a whole new slew of shred- 
ders emerging, many of whom take 
direct inspiration from the Eighties 
players who invariably shredded on a 
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SHAPE SHIFTER, PART 2 


BUILDING RIFF VARIATIONS FROM 


MOVABLE CHORD SHAPES 
ON 


Eu | “The Loss and Curse of Reverence" 


FIGURE 1 beginning of interlude 
THIS MONTH, WE'RE going to pick up — (3:16) 


where we left off and further explore how „у E Dm/F Am9 » E 

to add variety to a riff by moving chord E oe PEE. е = 
shapes around the fretboard. To do this, 63 д = = (=F = de е = ti — — == | 
we'll look at the interlude section of the e == = 

Emperor song "The Loss and Curse of Rev- 0 7—8— ا‎ — 

erence" [Anthems to the Welkin at Dusk, i 08, = 8 ар 
19961, which I've divided into two parts. B 78 I 92610 

The key to mastering the technique used з 2 $ 2 8 W 4 44 3 2 2 4 44 IM! 2 


in this passage of the song is to think in 
terms of arpeggiated chord shapes, rather РА 1 
than just single notes, and to execute the D | 
parts legato style, which means to let the . = 
notes гіпо together whenever possible. xd 
In FIGURE 1 (beginning at 3:16 on the [А 
recording), the primary guitar part, Guitar B 
1, plays an arpeggiated E augmented (E) l à 1 А М ens ^ d l "1 
chord shape. Note that adding the open 
B and high E strings creates an Eaddb6 
sound. Follow the progression through Am(add2) B7 Em D Bm Dm§/F 
Om/F, Cmaj? (which in this context cre- — | 
ates an Am9 sound) and E7, back to the — =, гг е 
beginning, and a return to the Е augmented ёз t 
shape. * ж 
For the Guitar 2 part іп FIGURE 1, І T 0 0 
think of the E augmented chord as the А 5 8 10 
dominant of A minor, and play a bass-line B 7 6 128 
figure using notes from the Anatural minor E ШЕЛ 4 4 4 [ EE 
and harmonic minor scales. The difference Gir, 2 
between these scales is the inclusion of pme X pum I 
the notes б and G£, respectively; I use both бй } } 
in this line. Bar 2 ends on an E note, which 
sets up the change to Ат in bar 3. Notice T Е 
that bar 4 ends on ап F note, which leads А 2 2 2 2 2 1 is 1 2 3 | 
back to the E that begins bar 1. B 
FIGURE 2 illustrates the phrase that 2 $ 3$ 3 2 з 3 i 2 i1 
immediately follows at 3:25, Guitar 1 * 5 А 2 
begins with a similarly ascending arpeggi- 
ated pattern as before, but now over an 
Am(add8) chord. The second chord is a repeated four-bar phrase. The shape moving is These techniques of moving shapes and imagi- 
D* diminished tritone shape, but heard probably less obvious in this part, but itis similar пагу circular patterns around the neck are some- 
together with the Guitar 2 part it creates to FIGURE 1 in the way the chords ascend and what unorthodox, compared to traditional music 
а B? sound. There is a brief transition in descend. I tend to think of these riffs as if they theory approaches to harmony. Then again, black 
bar 3 in which Guitar 1 plays ascending are moving in circles, which I find is a helpful way metal is supposed to be unorthodox, isn't it? See 
strummed б, A and B octaves while Guitar to approach them compositionally. you next month. O 
? plays descending Em, D and Bm diads 
[two-note chords). The sequence ends in 


FIGURE 2 next se 
(8:25) 


a 
[un 
EI 
a 
a 
a 
a 
“ 
E 
[^i 
“ 
Lies 
[ug 


na 
E 
on 
no 


bar 4 with Guitar 1 descending a От6/9 IHSAHN is a founding member of black metal band Emperor and guitar teacher to 
arpeggio, which is the same movable budding metalheads in his hometown af Notodden, Norway. His new solo album, 
shape as the Am(add2) in bar 1 and shares After, will be released in January 2010 on Candlelight Records. Visit тпетозупе. 
the same open strings. A slide down to no for more information. 


F leads us back to the beginning of the 
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ACCORDING TO THE harsh, Darwinian 
rules of popular taste, musical styles must 
adapt or die. As a commercial commodity, 
blues has been on life support a number 
of times during its lengthy history, but it 
has also shown a remarkable capacity for 
reanimation, The magic elixir is rhythm-by 
changing up the beat, an artist can graft 
the timeless emotional core of blues onto 
a style that resonates with contemporary 
audiences. In this month's column, we'll 
begin exploring some of the rhythmic 
adaptations that have periodically reinvig- 
orated blues in the decades since swing 
and shuffle disappeared from the charts. 

Latin rhythmic influences have been 
part of blues and jazz since their incep 
tion. Early in the last century, seminal New 
Orleans pianist Jelly Roll Morton declared 
that a “Spanish tinge” was the "right sea- 
soning..for jazz," while W.C. Handy incorpo- 
rated Afro-Cuban rhythms into his smash 
hit "St. Louis Blues." Within a few dec- 
ades, the North American taste for Cuban 
dances like the mambo and cha-cha was 
reflected in the Latin rhythms employed by 
mainstream blues artists like T-Bone Walk- 
er ("Plain Old Blues"), В.В. King (“Woke Up 
this Morning") Otis Rush ("All Your Love [I 
Miss Lovingl)," and Muddy Waters ("She's 
Into Something"). 

"Latin" is a large, diverse, multinational 
family of rhythms, but Latinized blues 
almost invariably boils down to a version 
of the bolero, or, more specifically, the 
Cuban bolero-son rhythm (see FIGURE 1). 
The bolero, like Afro-Cuban styles in gen- 
eral, is based on the two-bar clave pattern. 
FIGURE 2 illustrates the prevalent 3-2 san 
clave. In a typical Latin-blues groove, the 
bass pattern reflects this syncopation 
while the notes outline the chord struc- 
ture. FIGURE 3 shows this pattern applied 
to a 12-bar blues progression іп G using a 
major sixth (1 3 5 6) arpeggio over the I, 
IV and V chords. 

Latin-blues electric guitar rhythms are 
based on the bolero pattern. Begin by 
strumming the rhythm shown in FIGURE 
4 on muted strings (note the recommend- 
ed picking pattern) until it's comfortable, 
and then fret the chords. Drummers may 
vary the placements of accents within the 
bolero pattern, so in practice you can vary 
your accents to match. After you learn the 
rhythm far each chord separately, plug 
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LATIN BLUE 


THE BLUES-BOLERO 


FIGURE 1 Bolero rhythm 


CONNECTION 


FIGURE 2 Clave rhythm 
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them into the 12-bar progression. 

Combining the bass line and chords, as shown 
in FIGURE 5, creates a full, satisfying rhythm 
sound; use your thumb to fret the root of the 66 
chord on beat one of bar 1. For a softer approach, 
hit just the main accents of the bass pattern, as 
in FIGURE B; in any syncopated style like this, it's 
essential to listen to the other instruments and 
adjust your parts to avoid clutter. 

Опе of the greatest examples of Latin blues 


is Albert King's 1868 arrangement of "Crosscut 
Saw." King's recording incorporates non-Cuban 
rhythmic touches like funky Memphis horns (simi- 
lar to FIGURE 7) and piano patterns (similar to 
FIGURE 8) that can also be co-opted as guitar 
parts over a Latin feel. 

When it cames to soloing, the beauty of Latin 
blues is that while the rhythms may evoke Havana, 
your phrasing can remain all-American-it's a true 
multicultural blend. 
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IF YOU LOOK closely at my Les Paul in the 
above photo, you may notice something 
unusual about it-no, not the atypical middle 
pickup but the fact that the guitar's three- 
way selector switch has been relocated. I 
yanked it from its normal spot on the gui- 
tar's upper bout and reinstalled it below the 
string tailpiece, where a volume knob used 
to be. Gibson purists might deem this mod 
а heinous violation, but I wouldn't have it 
any other way, because in its traditional 
location that switch is in the way. It blocks 
me from doing one of my favarite things оп 
the guitar: playing slap licks, 

When I hold open counseling sessions at 
GIT, the thing students most often want me 
to share with them is my full-contact "spank" 
approach to playing rock, funk and metal 
licks. It's a style that evolved out of my love 
for bass-heavy bands like Earth, Wind Б Fire, 
Primus and early Red Hot Chili Peppers, 
combined with my fascination with tapped, 
or "smacked," harmonics, à la Tuck Andress, 
Michael Hedges and Eddie Van Halen. 

With that in mind, I am going to illustrate a 
galloping 16th-note approach I came up with 
that's equal parts funk and hard rock. When 
played crystal clean (perhaps with a compres- 
sor engaged to make the harmonics scream], 
ithas a ricocheting techno/electronica sound 
that can be quite hypnotic. Play it through a 
blazing EVH 5150 half stack, as I do on the 
accompanying video to this lesson, and the 
resulting machine-gun texture is somewhere 
between heavy funk and pure metal. 

To get in the saddle with galloping har- 
monics, start by taking two notes on adja- 
cent strings and pick back and forth in stac- 
cato quarter notes, using all downstrokes, 
as shown in FIGURE 1. The alternating B 
and E notes imply an E5 chord. Next, to 
make the notes "trot," hammer each note 
(except the very first one) once before the 
pick hits it, so you hear each note twice 
in a row, first hammered, then picked, as 
demonstrated in FIGURE 2. This will involve 
hammering with your fret-hand index fin- 
ger (a move that may be new to some of 
you). You're now playing eighth notes. Once 
you've looped the phrase for a while and 
are comfortable with the technique, make 
it gallop by playing it with a rhythm that's 
twice as fast, meaning 16th notes (see FIG- 
URE 3). We're now firing off four notes per 
beat-pick, hammer, pick, hammer. 

Even without slapped notes, this gal- 
loping approach is fun, because you don't 
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A SLY WAY TO SLAP 16TH NOTES 


Г = downstroke w/pick ү = upstroke w/pick 5 = slap string w/ thumb. 
FIGURE 1 FIGURE 2 
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FIGURE 3 *hammer-on note w/fret hand 
2 = 130-170 
Е5 C/E 
n n n n n n n n n n n n n n n n 
T ; 
А 1 9^.—/79—9^.—7 99^. 7/79 9 v / 9 1010-10 SS 10-10 10-10 10-, 
B 77 7 ee 7 | 7 7 1—1 7 
| | Е L La | | | 
ج === = = = اد‎ 
FIGURE 4 FIGURE 5 
Freely «= 130-150 
E5 C 
S* $ 5 $ 5 $ $ $ 5 $ 
AH smerny | АН A.H АН, АН А.Н AH. AH AH. 
T T - 5 507 Р 
А 4 9(21) A EUN fi fs SO е6 
В 7(19) В | $ 309 3 3019) 3309] | 3 35 
== 
*To produce artificial harmonic, slap string w/pick-hand thumb 12 frets higher than fretted note 
FIGURE 6 
2 = 130-150 
C Csus4 F G C 
S& 8 $ $ $5 5 5 S 8 5 s 5 
АН. АН, АН АН. АН. АН. АН. АН AH. АМ. АН, АН A.H A.H 
>. TN. SEN 
mes E 51-807) 77 7-709N 8 8(20) 8(20) 
\ T Р р 
M gam и 909 773 мет | J | §—5(17) | 
| | {1-13 -3(15) 5 5(17) ? 
В 3-305) 3-3(15) 3-305) 3 308/| | ү | т ا‎ 
| | | | 1 p 2] 


have to be a chops-monger to play it ultra fast. 
And the shape is easy to move around or expand, 
as demonstrated in bar ? of FIGURE 8, wherein we 
raise the higher note from B to C, implying a cool- 
sounding E5-to-C/E chord progression. 

For our next challenge, return to FIGURE 1 and 
replace the pick strokes with slaps of the thumb. 
Like Marcus Miller or any other great slap bassist, 
be sure to swing the outside edge of your thumb 
atthe string, right over the high frets, keeping the 
thumb semi loose so that it bounces off the string 
immediately after making contact. When you're 
ready to hear harmonics, take care to slap each 
string exactly above the fret that is 12 frets (one 
octave) higher than where your fret-hand finger is 
(this is indicated by the parenthesized numbers 


in FIGURE 4). Done correctly, you should hear an 
artificial harmonic one octave above the fretted 
note. Apply this thumb-slapped artificial harmon- 
ics approach to FIGURES 2 and 3 (instead of 
picking downstrokes), and be sure to try it with 
other shapes, too, such as the third-position C 
barre chord outlined in FIGURE 5. 

Proving that the technique also works over fast 
country-rock grooves, we close with FIGURE 6, 
the galloping harmonics that open my solo on 
"What's Music For," from Trey Alexander's new 
album, on which I am honored to be a guest. 

If you're enjoying this slap guitar kung fu, check 
out ways ta make it even more lethal by adding 
popped, plucked, or tapped notes with your slap- 
ping hand's index finger. Г] 


JUDE GOLD is director af the Guitar Institute of Technology at Musicians Institute in 


Hollywood, California. Slap guitar is just one of dozens of contemporary guitar styles 
taught by the school’s 50 guitar instructors each quarter. Email Jude at jgold@mi.edu. - 
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RANDY RHOADS 


ALOOK ATSCALAR PATTERNS, MELODIC 


"SHAPES," ARTICULATION DEVICES AND 
OTHER TECHNIQUES ESSENTIAL TO THE 
GUITAR LEGEND'S STYLE. 


RANDY RHOADS’ playing was infused with 
brilliant technique, cutting-edge musical 
adventurousness and a powerful emotional 


delivery. Оп Ozzy Osbourne's 1980 solo 
debut, Blizzard of Ozz, and it follow-up, 
1981's Diary of a Madman, Rhoads laid 
down the gauntlet for a new approach to 
the instrument, and established a standard 
for metal guitar playing that still holds to 
this day, despite his death in 198e. 

The minor pentatonic scale was a staple 
of Randy's solo improvisations, but he was 
also schooled in the fundamental modes, 
which are the seven different scales that 
can be derived from the major scale. He often 
combined elements of minor pentatonic, 
the blues scale and minor modes such as 
Dorian and Aeolian in his solos. 

Let's begin with a look at minor pentatonic 
in the key of A [А minor pentatonic scale: 
ACD E G). FIGURE 1 shows this scale in 
fifth position. A great way to practice this 
scale-and one of the ways Randy taught it 
to his students-is to break it into triplets, 
or three-note groups, and play them in 
ascending and descending patterns. 
FIGURE 2a illustrates the scale played 
in a descending triplet pattern, with each 
successive three-note group starting one 
note lower in the scale. FIGURE 8b shows 
the same idea played in an ascending 
manner. Use alternate picking throughout 
these figures to build up your picking speed 
and precision. 

You should also practice these patterns 
using legato techniques such as pull-offs 
and hammer-ons. FIGURE 8c shows how 
you can play the descending pattern with 
pull-offs: in every instance where two notes 
are sounded on the same string, the first 
note is picked and the second note is pulled 
off from the higher note. When playing the 
pattern in an ascending manner, as shown in 
FIGURE 2d, use hammer-ons wherever two 
notes are sounded on the same string. 

A cool variation that Rhoads would share 
with his students is to incorporate pull-offs 
into the ascending pattern (see FIGURE 
де). Randy used this pattern in many of 
his solos ("Flying High Again" and "Diary of 
a Madman" are two great examples), and 
it can be heard in the soloing of Jimmy 
Page, Johnny Winter and Jimi Hendrix. This 
phrase can also be articulated with as 
many hammer-ons and pull-offs as possible 
to achieve an even smoother sound, as 


A MINOR PENTATONIC 


FIGURE 1 A minor pentatonic scale, FIGURE 2a triplets, Sescending w/alternate picking 


fifth position *П = downstroke = upstroke 
ГЕТ е тепУлулУпу nVnVnVnVnV nVnVnV ww 
T 5758 Та ЕЕ 
А 57 АЛ EH Е 7775755 
В 57 B^ | EHE D US P 
5-8 H 8785 
141313131414 uM 


FIGURE 2b triplets, ascending 


FIGURE 2c triplets, descending 
— ези 


FIGURE 2d triplets, ascending 
ш w/pull-offs 


w/hammer-ons 
nny n VnVn VnVn 


а И 
AA 
А З 


Bre 
7-5: 


B 5—5 


FIGURE 2e tri 


VnVYn 


FIGURE 3 A minor pentatonic, FIGURE 4a triplets, descending w/alternate picking 


extended pattern ^ ^ 
81012 teret 8 = 
T 810 107108108 
579 А 4 
357 and 
В 


i ш. 997975755 

17115 75.5 
= nananana ALICELE 
31331313313 т = —— با‎ ШШЩЩ ا لبا لالا‎ 


13/3 


FIGURE 4b triplets, descending 
w/pull- -offs ғ and slides 


12108 108 8—— у= 
zz 10 108-108 
А ЗЕ 


a AV NE et 
ав 108 10^ 1081108 1027 T -— 
97-99 | m | M = 5655559757 

ri | | | В ын es ИИ 


FIGURE 5b w/hammer-ons 
and pull-offs 


FIGURE 5с w/alternate picking 


РМ... 


FIGURE 6 w/hammer-ons 


FIGURE 7a E minor pentatonic 
and pull-offs 


(fifth-string root) FA 
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demonstrated in FIGURE 2f. 

One of the techniques Rhoads stressed 
in his teachings was connecting scale 
positions. FIGURE 3 illustrates the A minor 
pentatonic scale played in an "extended" 
pattern, starting in third position and 
progressing up to lOth position. Play 
descending triplets using this fingering 
pattern (FIGURE ба), articulated with E 
alternate picking. FIGURE 4b incorporates T4 12191219 1210151058168 — 
pull-offs and slides. FIGURES 4e and [A4 | ГӨ 
4d show these patterns as played BO н 
in an ascending manner, using both т Чо ү =” 
alternate picking and legato articulations, 
respectively. When playing these runs, try 
incorporating palm muting (lay the edge of 


FIGURE 7b. w/alternate picking 


— ——8—810-810--121012——12. 
7—7-9-7-9- 9-Е fA 

== 5757/9791 —9 ЕН I-A | 
Hug uu ui tL 


FIGURE 8a A minor pentatonic, 
descending quadruplet pattern 


the pick-hand palm across the strings at in M nVa _ 

the bridge saddles) to achieve a heavier, T 5 " 5 

more percussive sound. 4 4 17 7 B 
In his guitar solo spotlights with Ozzy, =. " 

one of Randy's favorite techniques was АУУ edt 

to take small pieces of ascending triplet FIGURE 8d FIGURE 8e FIGURE 8f 

patterns in minor pentatonic and repeat TE atay Va т 

them. FIGURE 5a offers an example of this Ls 


“repeated triplet" technique, played in third A t 75 СЛЕР ПЕШЕР ДИНУ А 
position on the bottom two strings using B Li 
alternate picking. FIGURE 5b illustrates === 
the same pattern articulated with hammer- 


|] IT : 
HE 44 ЕЕ 44 | 


ons and pull-offs. FIGURE 8g FIGURE 8h | FIGURE 8i 
Staying within the structure of A minor түшү т Vn v пуп 
pentatonic, we can find a similar shape v = 144 А 4 — a ny Some Ай Tor 
two frets higher across the fifth and fourth B | 7—5 В 75 z| B 5 a 
strings, as shown in FIGURE 5с. Be sure == mL КЕЕ? 
to practice the full range of articulation 
techniques, from using alternate picking А BLUES SCALE 
throughout to employing as many hammer- FIGURE 9a A blues scale, fifth position FIGURE 9b triplets descending, w/pull-offs ^ 
ons and pull-offs as possible. As shown in T P$ 5-8 т $5.5 c gs 2 
FIGURE 5d, we can move this shape up to A 57878 А 4 f 19] 
the next higher pair of strings in this same B T 6-6-7. B | i i | 


position and play the same pattern. 
Another way to utilize this approach is to 

start each three-note shape with the higher FIGURE 9с triplets, ascending 

note instead of the lower, as demonstrated LIE 1 

in FIGURE В. Once this feels comfortable, |Т 

try applying the same pattern up the A 4 ЕН 5 7 5757 3 T 

fretboard and on other pairs of adjacent B 5 9-9-6 CE tH tH H | | + | 

strings. In his lessons, Rhoads would also 3 3 3 3 3 TT vu 

stress the importance and benefits of MINOR MODES: Dorian and Aeolian 


moving these concepts over to fifth-string FIGURE 10 four-note pattern (quadruplets) FIGURE 11а A Dorian 
root minor pentatonic scale positions. Here, ^ — 


we'll utilize an extended position of E minor 
pentatonic, initiated with the root note on 
the fifth string (see FIGURE 7a). If we apply 
the approach shown in FIGURE В and use 
it to ascend the entire scale, we get the 
pattern illustrated in FIGURE 7b. Be sureto FIGURE 11b triplets, descending Wankel . 
practice descending triplets with this scale - $T: 75 75 в? 5 87 67) ЕЕ 
pattern as well, as shown in FIGURE 7с. А 4 | t 

EH | 


5—7 


= 


ii 
Now let's take the idea of repeating a | 

portion of the A minor pentatonic scale and 
apply it to four-note groups, or quadruplets. 
Starting in fifth position with the highest favor a "stretched out" fingering position by using additionally includes the flatted fifth. In the key of 
notes available, FIGURE Ва shows a four- the ring finger instead of the pinkie for the G note А, the flatted fifth (55) is Eb. FIGURE Qa illustrates 
note descending pattern with two notes onthe B string, along with the middle finger forthe the A blues scale (A C D Eb E G) played in fifth 
on the high E string and two notes onthe О note оп {Ве G string. FIGURES Bc-iillustratethe ^ position, and FIGURES 9b and Sc illustrate this 
B string; be sure to practice this pattern descending progression of this pattern through scale played in descending and ascending triplets, 
using alternate picking as well as pull-offs. the entire scale in this position. respectively. Just as we had done with minor 
Starting the pattern by beginning one note As is common practice when soloing in rock, pentatonic, let's play the blues scale in descending 
lower in the scale position gives us FIGURE blues and metal, Rhoads often incorporated the — four-note patterns, as shown in FIGURE 10, 
8b. This shape sounds particularly good blues scale along with the minor pentatonic and utilizing pull-affs throughout. As mentioned earlier, 
with a pull-off between the Gand E notes on minor modes, such as Dorian and Aeolian. The Randy often incorporated а modal approach into 
the B string, and many rock guitar players blues scale is the same as minor pentatonic but his soloing, as heard on classic solos from songs 
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5 
Ti 575454 4 
1 т SUIT 
С 


7 
| Hd $ HTHS 75353232 2 | = | 
tH ШЕШТИ tea SP 
3 E 3 3 — 3 3 3 3 3 3 3 3 E 3 
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like "Over the Mountain," "Mr. Crowley" 
and "Revelation (Mother Earth). Since the 
majarity of the music Rhoads recorded with 
Ozzy emphasized minor keys for a "heavier" 
sound, we'll focus our attention here on the 
two most commonly used minor modes, 
Dorian and Aeolian. 

FIGURE Па illustrates the A Dorian mode 
(A B C D E Fé б) played in second through 
fifth positions. Both the Dorian and Aeolian 
modes contain the five notes of minor 
pentatonic, but each additionally includes 
the second and sixth scale degrees. In 
Dorian, the additional scale degrees are 
the major second and major sixth; in the 
key of A minor, these pitches are B and 
F3, respectively. Let's apply the previously 
used "triplets" approach to A Dorian, played 
in descending and ascending fashion (see 
FIGURES 11b and 11c, respectively). 

FIGURE 12a depicts the A Aeolian mode 
(ABC D EF G) played in second-through-fifth 
position; notice that this scale is identical 
to A Dorian with the exception of the sixth 
scale degree: the Aeolian mode features 
a flatted sixth (b6), which in this case is 
F. If we apply the “triplets” approach to 
this mode, we get the pattern shown in 
FIGURES 12b and 12c. 

A great example of Rhoads combining 
the blues scale with a modal approach 
can be heard in some of the licks he plays 
during the chorus of “Crazy Train," wherein 
he combines Её minor pentatonic with Е 
Aeolian, FIGURE 13 demonstrates how 
this idea may be applied in combining the 
Ablues scale and A Aeolian mode. 

Rhoads was a big fan of classical music 
and would often infuse "ornamental" 
melodic devices borrowed from the baroque 
period into his solos. A good example is his 
use of mordents: as shown in FIGURE 14, 
а mordent is a melodic device in which a 
specific note is surrounded by its closest 
lower and higher pitches within the scale: 
the target note is played followed by the 
higher note, then the target note, then the 
lower note, and then the target note again. 
Using the pattern for A Aeolian shown in 
FIGURE 15a, Randy would often progress 
downward through the scale in a very free 
manner, utilizing as many mordents as 
possible, along the lines to the run depicted 
in FIGURE 15b. 

Let's finish with some Rhoads-style 
fretboard tapping. He utilized this technique 
to great effect on two of his most 
celebrated solos, in "Crazy Train" and “Flying 
High Again.” Fretboard tapping employs a 
combination of standard fretting with the 
sounding of one or more note by tapping 
onto the fretboard with a pick-pand finger, 
usually the index or middle finger (Rhoads 
preferred the middle finger). 

FIGURE 16 is a repeating 16th-note 
triplet exercise that incorporates tapping 
to articulate the first note played on each 
string followed by a double pull-off. When 
tapping, be sure to firmly hammer the finger 
down onto the string in the space between 
the 12th and 11th frets. When pulling off 
from each tapped note, flick the string 


104 GUITAR WORLD 


MARCH 2010 GUITARW 


FIGURE 116 triplets, ascending 


FIGURE 12c triplets, ascending 


т 


А = 
A4 yx à 23 
FIGURE 13 

Am 


FIGURE 14 “mordent” 


— 
T 121312 ..12 
15-1 


[= 


— 
13-15-13-12-13-1 
РРР 


Wess 
T 1215: 


downward toward the floor to keep the sound going. 
The second and third notes of each triplet must be 
"pre-fretted" prior to the pull-offs. In this example, 
the tapped "shape" moves across all six strings, 
sounding triads that relate to specific chords, as 


LD.COM 


3 3 3 
FIGURE 12a A Aeolian 


A 
4 


~ 
21312 


m 
12151 
13 1 


ERE 


2 


FIGURE 15a A Aeolian 


31 


42 — —. 
15-15-1312 ERE 12 


2 
| 15-13-12 


Г 14 1231049 
1 ТЕ | 1210-9 


RR 
CIENTO 12 1099-1079 


| 


3 3 3 7 3 


sounding both of the lower pitches. Г] 


7 12851285 
3 


Е 


indicated. Rhoads employed this technique in the 
same manner on both the "Crazy Train" and "Flying 
High Again" solos, but "double tapped" (tapped 
on and off with the tapping finger) quickly before 


The Pedals That Make The Tone 


"Set To Fail" - Lamb Of God 


€ OUTPUT мот | 
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\ Suppressor 
NS-2 
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OUTPUT = =: you 
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чно 
GAN тема виє тй 
SEA Y 


tat hat 
POE 


шын тшн 
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f «оитит моно їнрит{ Ё 
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“Psychosocial”- Slipknot 
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For exclusive tips оп how to sound like this song, visit www.BossUS.com 7 tone 


As heard on LED ZEPPELIN IV (ATLANTIC) 
Words and Music by Jimmy Page, Robert Plant and John Paul Jones * Transcribed by Andy Aledort 


A5 C5 A G5 D C 
xo. xx E xx "m ОО ххо хх 
ттт 
в [анс] 
$$ $$$ 
11 144 111 2 34 132 1444 


Intro (0:00) [B] lst Verse (0:06) 


Moderate Rock al = 164 


Hey hey mama said the way you move gonna make you sweat gonna 
N.C.(A) 


(tape effects) 


ЕЕ = г - 
[нии | 


(approx. 6 seconds) 


make you groove 


4 Gus. 1 and 2 (w/dist.) 12 T A5 
3 А 
7—9 5—7—5 5—(5) == 
= y 7—7 (6) 7 5—7—7 


Bass (slightly dirty) 
5 
z 5—8—1-7 7 7—7 7 $ 577 — ВЕ 
- 7 7 5—7—3—5 
р 7 viram ашы ит $ 
3 


*Extended pauses between riff cycles have been "rounded off" to 4/4 meter, both for the sake of simplicity and the ease of counting, and also to 
mirror live versions of the song. 


(1) Ah ah child way you shake that thing gonna таке you burn gonna таке you sting 
(2) Hey hey baby when you walk that way watch your honey drip can't keep away 


8 
== === 
RAA {2 m Y 5 6 


0 0 (9 7 
Bass Fig. 
ES 
[A = 5 6 
ЕР eee = = — 
AG 5 (5) V 
© 1972 (RENEWED) FLAMES OF ALBION MUSIC, INC. ALL RIGHTS ADMINISTERED BY WB MUSIC CORP. 
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12 1/2 1/2 » A5 | 
n + 

= $—(8).— 7—9 $—1—5— —,—5—6.— i — = = E 

as 0 LT. 4 ИЕБИ ШЕШЕН рео 


1/4 1/4 


Li I--]- - ES ne] ESSE sip enm Ead mm 


21 1/2 A5 


ge 7—9 5 7—5 5 
7 7 7—7 7 5—7? 
T | E 5—17——3——65 = 
للا السا‎ LI TJ 
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“BLACK DOG" 


[D] 1st and зга Choruses (052, 249) 


Oh yeah oh yeah Ah Ah Ah 
A5 C5 A5 
1/4 1/2 1 
24 Gtr. 1 = A # Dann 
= == =H Ha و‎ Fz 0 P И =. = 
3 z z 15 5 (4) (2) -(4)— D (2) 55-05 СЕЕ | 
010—037 0—00 D 5 
3 3 
Gtr. 2 | А. 1/4 
- E = 2 
= { 251—2 { و ول‎ { Ld 2 [5 5—2 
оо 20—010 0—10 3 | б 
Bass 4 А 


oh ah ah 
C5 n 
28 1 1/4 
E ] zs = 
2i—4-(4)-2 =} 5—5 2—2 
2 4—2 2—2 4—22 
Us $818 eo Е 
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| 
د‎ 
ою 
Н 
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| 
[^J 
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iL 
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——T ow 
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m 
jay. 
Ф 
8 
ONN. 
Н] 
—TONN 


^8) —5 А t $—L8—5 = E 8—. 190—9 5—() E 
| И И p | 


[Е] 2nd and 4th Verses (1:03, 3:00) 


2.1 gotta roll can't stand still got a flamin’ heart сап" get my fill 
4.Al | ask for all | pray steady rollin' woman gonna comemy way 
.C.(A) 
жо. 1 Gtr. 3 plays Riff A on 4th verse 
2 (hold bend) Gtrs. 1 and 2 "t 
[4-2 5— (5) 7—9 
HAE 5—6 7 7 
7 
3 ~ 
ل اا‎ 
*Gtr. 2 m 
Bass 
= sz 7—9 
ГЕСС у= ЕЕ ри 5—6 7 7 
= = 7 7 
5 3 3 
+ Gtr. 1 plays AS chord: Gir. 2 bends G note up to А. р لاا — لا‎ 
* Second time, hold chord for only one beat. 
Riff A (3:04, 3:16) 
Gtr. 3 (w/dist.) 76 ‚ hold 
4-(4) 7—8—]—5-7-5 4-(4 
6 (ary 665 5 Баев = — 
7 5—7—2—4—2-42 
oto) == 
еш И SL a La] ЕТ 
З 


GUITAR WORLD 109 


dals That 


*BLACK РОС” Make The Tone 


www.BossUS.com-tone 


Eyes that shine 
Need a woman 
A5 


37 2d *Gtr. 1 1 
ji 
5—7—5 5 5 == وا‎ LL 
7—7 7 4 5—7—7 2—2 Е ZA 
Mower eir 0н d 197 
[c esr] =e L = [| | "ок. 
3 12 
—— 1 
5—7—5 5 
7—7 7 1 ےو‎ Е ИН а — БЕ === = 
ل اال ا‎ L— لا‎ Е | "Gtr. 1 plays А5 chord; 
3 Gir. 2 bends G note 
burnin’ red dreams of you all through my head 
hold my hand won't tell me no lies make me a happy man 
N.C.(A) 
Gtr, 3 plays Riff B second time (see below) 
40 Gus. 1 & 2 
= TE Е = 2v 7) 5 6 
[0] 0 OF 10 7 
787 = | 
Е = = SS 
> dm 
Gurs, 1 & 2 
43 18 naan AS 
5 —(5) 7 9 | 5—7—5 5 m 
7 7 7 7 T 5 7 T. 2 
7 کک‎ 


= LI LI m Lari uu ETC 


2nd time, skip 


(1:26, 3:22) ahead to [R] 
Ah ah Ah ah Ah ah Ah ah Ah ah Ah ah Ah 
A5 
46 (Gtrs. 1 & 2) 
p а _ و‎ ess Qc NER рк = 
Æ 0 0 б ô 0 б б $ | 
Bass 
ТЕ ی‎ Е Se zm Lm ===== 
d 5 Б HK ко; & s Ө) KG 
Riff B (3:16) 
pde 1 1/2 1/2 A5 
E j pa 
44 7-8-|-5-7-5 44 
H 6——- 456 (0-6 6-6 1-5 — 5 —a-6-6 E 
LB L3 7 ETT Ж EDU 
LT EEH T3 EDD ااا‎ 
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“BLACK DOG” 


2nd Chorus (1:39) (Vocal tacet second and fourth times) 


(1.) Hey baby whoa baby pretty baby darling can't you do me now 
(3)Hey baby whoa baby pretty baby move me while you do me now 
C А 65 D 
Gtr. 1 5 
Mama (play 4 times) 
1/4 5 
54 x x > > 
~ 2 2 2 2 2 2 
ي‎ 3 2 4—3 2 7—5 2 5 yq 
0 0 0 0—3 0 0 0 
7 3 3 3 V 3 3 
(play 4 times) 
Gir. 2 А j > > 
>. >: 
_ 4 22 2 2 2 2—-5 2 s(—2 —2 2 2 #—0-— 4707 
0 0 0 0 0 0 0 z 
7 3 3 3 р 3 3 | 
Bass 1/2 1/2 1/2 n 12 i (play 4 times) 
= | f — } H > E 
о 0 = 7—0 0—3 0 0 7 0 7—7: 3—58- 
H—2 2 2 2 0 2 2 | 
y С لا لا‎ 
3rd Verse (7:03) 
(1.) Didn't take too long ‘fore! found out what people mean by down and out 
(2.) Spent my money took my саг started tellin’ her friends she gonna be a star 
(3) 1 don't know but I've been told A big-legged woman ain't got no soul 
A5 N.C.(A) 
58 Gus. 1 & 2 
===== === == SS SSS ======= 
{2} H21— Его 2 2 5—6 
0 0 0 0 0—7 


Tsee barê) ا‎ 


Bass plays Bass 


1,2; 1Г3. go back to bar 17 
62 1/2 1/2 A5 

+ + 
] 

545) 7-9—-5-7-5 5 (5 = ` =F E 

7 9 7-75 9^7 $ 5-7-7 2-{2 JA 2-242 

T B û E E E р dani SO dmn 
ELIT LL nr EEE НЕЕ [3 


Bass plays Bass Fill 1 (see bar 16) 


[n] (3:32) Ш (3:35) 


67 Gtr. 3 (w/dist. and slow rotary speaker effect) A 
5 
2 2 2—4^6 
E E 2 4 4 T 
0 243 0 0 2/4 0 
0-2 h n h 2 0 h f + 
3 3 
Gus. 1 & 2 Rhy. Fig. 1 
— 2 2 
ZUX 2 E 2 2 
2- s4 2 — 2 - Сл 2 
0 0 0 0 
р] i ў 
Bass Fig. 2 
Bass 1/2 1/2 
F F 
7 = С 0 | = 0 = y 9: 
А | | / 
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Ah 
C A G5 D 
69 Б * 
5 5 += 
2 2-4/6 2 2-4-6 55 5— 4—2 2-4 (2) : 
2—4 4 4 4 4 - 
24 И 0 2-4 И 0 
| 
لوا للا‎ | кеш —3;— — *substitute high 
3 3 3 3 A note 2nd time 
>... CNN end Rhy. Fig. 1 
3 3c 2—21: 
5 2 2 3 3i 22 D 
5 2 و‎ 2 ч—0 0 221: 2 
: 5 2 2 2 - 0 0 0—0, 2— 
3 ? 3 ? 3 3 3H ? 
iy 12 12 - > end Bass Fig. 2 
] == pra 
وم ےو‎ | шие 5—9 n 0 2 3—31 (^ 5 —() 0 4 
L Еа a *| | ү | р ў 
[2] Guitar Solo/Outro (3:47) 
C A G5 D A 
бит. 1 & 2 repeat Rhy Fig. 1 until fade } 
би. 3 1 1/2 1 1 
72 A RAN. $ t te "NS etm j pA ААА 
5 5—7=()—7—5 5—5 = 10—]1-10—10-(10) –10(10) -8-10—10-10— 8 —10-(10) -8—7———— ج‎ 
| 
Ls 5 5 5——7/10-(10) | 10-(10) —(10) 
LL} LJ кы. Дыш o dL ee ge لا‎ Ltd 
3 3 р E 
Bass repeats Bass Fig. 2 until fade 
| C A G5 D A 
1/4 1 1 1 1 ^ 
KAA 1 " 
м 2 TM 8—10^ (10) Л 15 _/ == 
Hao 10 15=(15) 15-(15)13(13) -18-(15) 15—]-13 15—13-(13) ^g 
t С a7 (0) 
| 7 
= لا لسا‎ — LES LLLI LLLI. Ll 
с А G5 D A 
let ring 
86 1 1 1 1 1 
In } S—DU o 20—09) 1 2... Л 
—(20) (20) 20— (20) 17—(17) 20—(20) —17—20=(20) 
t—19=(19) 19-(19) = 19—(19) 
C A G5 D A 
84 1 1 1 к . 1 1 1/2 
= == f = } 0—20) I == 1 
[—(20) -20—(20) -17—(17) 20— [(20) 20 20-20) 7. STET 
18 ги Савет 070—3 
€ n 
C A G5 D A 
1 1 1 1 1 1 
88 1/2 
15 t s l 5 15 15 I + 
7 7 7 я 
5 8—5 5—1—8—5 8—5 5—1—8 8—5 5——8—5—.-8— : 
7 7 7 7 7 7 7-5-7—5——1-5-—(5)-(5) 
HEE LL Ж] 4 ا‎ =| EE 1:5] 
3 3 лла: ege E edges 3 ewe =o 3 
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C A G5 D A 
AAA 12 12 1 
£a - H | ый = суй, 
=== 5—(5) 5—7—(7) 7—7—7 7- 7—5 52-00) 7 7507-0) 
7—5—7—(7) 7 4—7 M 7 5—6—7— 
т ==; m E S ci “Seis ттк NI 
C A G5 D A 
1/4 1/2 
96, ^^^ 1 д ^^^ 
\ 
[—5 5 7 7 
5—6—7 5—6—7 5-677 567 5—6—7 5—6—7-| = 
| НЕ 345 2 0 
للا لعا للا للا‎ BEER الام الات‎ А, y 
3 3 3 3 3 
C А G5 D A 
100 
5 5 5 
2 2—4/6 2 2—4^6 + 2 2—446 
-4——4 2—4 2—4 ~20 
224 0—14 | 0—24 $4—] a ere E 
للا للا‎ E. ШОШ НЕ y p الا لمالا‎ РИ لا للل‎ 
3 3 3 3 ke Gill 3 3 P 
C A G5 D A 
1/4 
1/2 1/2 1/2 1 
104 "aii 4 Е : Я А A E e LA oe 
n 8——10——10. 10——10——10 dis 8—10 TE (8) = 
5—#8/10— (10) 10 
2 2— 46 [7] 
2—4 4 
4 | у { 7 
اا‎ БЕБИ БЕЙ LE Б И 
3 3 ENS Per | 
Do me like you do me now 
a IO s > Ў Уу Sea: 15 $ 
[—(10) 10—13=(13) —(13) -10—(10) 10—13-(13) —[(13) -10—(10) —10—10 15 15—13 13 15—13 
= m = 14- 14 
) } | 
1 Kl LJ plz ы للا‎ nem LJ 
Do me like you do me now 
с А G5 D Fade out 
112 5 у $ , 
Lu 15 La 15 E 15 15—12 ر‎ 
[—1315—(18) -13- 15—-(15)13—15—13 15 [‹15)13 15—13 13 15—13 13 15 
z m i 14 14 14 
1 1 " 
Гу т ns Бат өү жа кю ж 
Lxg— ea iai ga 3 
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As heard on DIARY OF A MADMAN (JET) 
Words and Music by Ozzy Osbourne, Randy Rhoads, Bob Daisley and Lee Kerslake Ж Transcribed by Steve Gorenberg and Jimmy Brown 


АП guitars are tuned down almost one half step (low to high: Eb Ab Db Gb Bb Eb, slightly sharp). 
Bass tuning (low to high): Eb Ab Db Gb, slightly sharp. 


All music sounds in the key of G minor (slightly sharp), approximately one quarter step lower than written. 


A5 G#5 E5 F#5 С#5 ЕВ F#5 G#m7 
ххх ххх ©, ххх ххх A xx A хх A хх X^ 
sfr Afr m [1 Afr $% тї 6% 9fr Гак таша sir 

pes ВЕН H $$ 5% 

134 134 11 134 1134 1134 1134 1 1144 
B5 C#m Bsus Asus2 D#m D#sus4 G#5 A5 D#5 

[punen] H" t Ent Eg" Обь [се Se a Gren 

3$ $$ É il 
4 


13 13421 134 12 1 32 1 34 34 11 1134 


А | Intro (0:01) (0:04) 
Moderately d =140 1.2.3: 1 


Gtrs, 1 and 2 (elec. w/dist.) 


=_= شو وک کے کے د ا norte ноет исто тия‏ ورو جو د دما = (drums) mode‏ 


—4—4—4-4—4—4—4—4—4—4—4—4—4—4—41-4—4—4—4—4—4—4—4—4—4—4—4-0——5—! 


bis Bass Fill 1 Bass Fig. 1 
Ee un o > > 
[Т i - 1 
[Р 4——4——4——4——4——A4 0 
4. B]Verses (0:19, 1:10, 3:14) 
1. Over the mountains 
2. Over and over 
3. Over and under 
E5 F#5 (G#5) CHS 
5 P.M., pick scrape * RON eC PR FER ATP NE ИРЕ ЧЕН EEN oT OO RAINER ON OPERA aise 
i 6 
x} X : 
4i 3, 6 
x 2 4 0 1 
4—4—4 б р 4—4—4—4—4—4—4—4—4—4—4—4—4—4—4—4—-4—4—4—4—4-—4—4—4—4—4—4—4. 
*notes in parenthesis played by Gtr. 2. 
endBassFig,] Bass Fig. 2 > 
: 4 
4 4———4——4— —0——0—2—2 4 4 4 4 4 4 4 4 4 4 4 4 4 4—— 
take me across the sky Something in my 
always tried to get away Living in a day- 
in between the ups and downs Mind on а саг- 
(G#5) (ES) (F#5) (G#5) 
(por M TC 4 Wphase shifter........--..---- ^ КД —————— AQ aN 
4—5—7. 
4 6 


_—4—4—4—4—4—4—4—4—4—4—4—4—4—4—4—4- 47 4—4—4—4—4—4—4—4—4—4—4—4—4—4—4—4 
ышы ы ы ليبا ليبا‎ г للبلا == لا‎ Ett} للبلا‎ 


end Bass Fig. 2 Bass plays Bass Fig. 2 three times (see bar 6) 


> 
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visions something deep inside 
dream only place | had to stay 
pet magic ride goes round and round 
Gus. 1 and 2 C#5 — (O45) (E5) (F#5) 
DN. MID ER Ses [S — —'— MÀ 5 Wiplidse’shifter d А 
4— 5—7. 
6 4 6 
1 ا‎ 
4—4—4—4—4—4—4—4—4—4—4—4— 4—4—4—4—4—4-—4—4—4—4—4—4—4—4—4—4—-4——7—4 
LEX Li 
Where did | wander Whered'ya think | wandered to 
Fever of a breakout burning in те miles wide 
Over the mountain kissing silver inlaid clouds 
(G#5) CHS (G#5) 
Gtrs. 1 and 2 substitute Rhy. Fig. 2 on 2nd Verse and Rhy. Fig. 2a on 3rd Verse (see below) 
po де ыны пора PNE eae a Shar eae mal See Aus ен uasa caida pieds 3 
6 
6 
4 


Sees ШТ TL BBC SEN УЕ НЕЕ 


I've seen life’s magic 
People around me 
Watching my body 
(E5) (F#5) (G#5) CHS 
17 W/phase shifter... PN дси amet ane Se hrs —«— АЕ TIRE ERN $ 
ЕЕ А 
гены $ 
4—7 4—4—4—4—4—4—4—4—4—4—4—4—4—4—4—4—.-4—4—4—4—4—4—4—4—4—4—4 a 
Rhy. Fig. 2 (1:24) 
G#m7 CHS 
биз. 1 and 2 
DM accuse aussen iue " DIMUS sucia acre aaa: 5 Маль imm - PM. 5 
7 7 7 
7 7. 7 z 
1 { 
4—4—4—4—4—4—4—4 4—4—4—4—4—4 4—4—4—4— 4—4 4—4 | 
1 [2. 
G#m7 (E5) (F#5) (E5) (F#5) 
Gtr. 1 repeats Ist ending 
iz "—— ^ АИРИ ТА s Gtr. 2 (w/phase shifter) === == x 
7 7 
7 4— 5—7 7 5— 4—7 
4 6— | 4 6 
4 : 4 
6 6 
4—4—4—4—4—4—4—4 4—4—4—4—4—4—.-4——7—4 7— 
Rhy. Fig.2a (3:28) 
G#m7 С#5 
биз. 1 and 2 
РМ. -__------ " БМ ара Р.М... РМ. „ 
7 d d 1 
4 4 6 
^ 4 $ 
4—4—4—4 4—4—4—4— 4—4 4—4 4—4— 4—4 4—4 4 
۴ 12. skip ahead to [E] Bridge 
G#m7 (E5) (F#5) (E5) (F#5) 
PM.. a RR м... wiphase shifter _________ " w/phase shifter. . . . ..---------------- е 
—7 7 —7. 
7 T 7 4— 5—7 4— 5—7 
4 6 4 6—0 
: 4 
6 6 
4—4—4—4 4—4—4—4—4—4 4—4——4——4 - 4—7— 
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3rd time, skip ahead to [D C| Chorus (0:48, 1:39) 
astral plane | travel through 
talking to the walls inside | heard them tell me that this 
disappear into the crowds 
(G#5) (E5) (F#5) E5 F#5 
Gtrs. 1 and 2 
QU NEGERE LLL UT a W/phase shifter à 
5—4—7. 
4 6 9 2 9 11 
4 9 [9 9 11 
аа ааа а ааа ааа аа т ү м 7 3 
кыы LLL LLL ыыы ВЕ با‎ | 
Bass ы - UTR "—————————— " 
4— —4— —4— —4— —4— 4— —4— —4——1-4—4—4—4—4-—0—2 тот тот 
ЖЕ سالا لا‎ IEIILI LJ LIJI Lig LI oe 
land of dreams was now 1 told them І һаа ridden 
Е5 F#5 E5. F#5 
24 Girs. 1 and 2 Gir. 1 ому... á 
9 11 9 11 
9 1 91 {1 
7 9 74 9 
: Г EE CES. : 
Bass plays Bass Fig. 3 twice (see bar 22) 
(1:02, 1:53) 
shooting stars and said I'd show them how 
E5 F#5 (ES) A5 G85 
28 биз. 1 and 2 "o ————— 
8 fc zi 
71 [97 T 6 
07, 9, 0—5. 4—4—4—2—4—4—4—2—4—4—4—2—4—4—4 
Bass > > > 
7 7 9 9 


0 5 4 4 4 4 4 4 4 4 


Second time, 


skip ahead to [D] go back to [B] 2nd Verse 
(E5) А5 G#5 E5 F#5 
9t. EMedia е O ————Ó—— ен чле: ¬ pick supe A " 
X X| 
4 3 z 
7-18 x 5 3 | 
2—4—4—4—2—4—4—4—2—4—4—4—0——5——-4——4—4—2—4—4—4—2—4—4—4—2—4—4—4—-2—4—4—4- 0 Ё 
*notes in parenthesis 
Жы me im played by Gtr. 2. 


4  —4— —4— —4-— —4— —4— osla 4— —4— —4— و‎ —4— —4— 4 
LLL. И LLL. لاا‎ рр Б 


Dj (1:58, 3:40) Ej Bridge (2:00, 3:42) 
Don't need no astrology It's inside of you 
F#5 B5 C#m Bsus4 C#m Bsus4 
34 РМ... име let ring throughout 
4 0 0 == 
5 5 z 0 5 5) == 
= 4 6 6 4l 6 6. 6/—1—2—4 
а 2: 2 Et 
2—4—4—4—X d 
2 " С 4 2 C 2 4 ч. 0—2: 
4—4——4—4—2. j 4 ў 2 } 4—4 
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and me You don'tneeda — ticket to fly with me Рт free 
38 C#m Bsus4 C45 Asus2 
0 0 4 0 0 
= 0 5 5 : 0 == == 
(4 6 6 4: 6 6 F81—1—4—2 
4 6 4: 6 6 L61—1—4—3 
4 2 4 4 4 б. 
oe w 
2 4 + 4 2 4 2 4 a 
4—4 2—2. 4—4—2—4—5 
р р K- لط‎ 
F | Interlude (2:15, 3:57) 1,2,3. Ї4. ond Interlude, skip ahead to[H] Outro 
yeah 
Dim Ditsus4 Dim G#5 Ойт В5 
Gtrs. 3 and 4 play Fill 2 (1st Interlude 
Gtr. 3 plays Fill 1 (see below) only; see below) 
42 РМ.-.---- „ЖИЕ РМ. ---4 BM, УУ» А, 5 
0 
0 а 7-6-7 9-6-9 7-6-7. 9-- 7-6-7 == < 
2. 8-6-8 8-6-8 8-6-8 8 8-6-8— 4—4 {4\ 4: 
2 2 D D 4--414: 
б 0 6—6-6 6—6-6 6-6-6-6 6-6 6-6-6-6 2 2 
> > > 
| هم‎ 4-6—6—+ 4-+6— 6—4 4-6—; Е چ6‎ 4-62—2— (2) 2“ 
52—4— 5— 4— 85—4— 5 | 4 
Кан LJ ДЕ لار‎ ДЇ Ld Л El 
[С] Guitar Solo (2:30) 
(G#m) B5 
Gtr. 4 
0 anina AAA PM pep ene 
== ڪا‎ 3) С 
13 13 16 
12) (12)-11—9 (2) Tx 
1 к x 
зе КОГО BME" د‎ | добор docui AEN ی‎ 
temm Ta 3—0 
6 6 
т 5} (9)-4—2— Ap ®© 
Gus. 1 and 2 (repeat previous bar) 
44-4 
4--4— 
2-213 
[——4—4—4—4—4—4-4—4—4—4—4—4—4—4—4—4 4—4—4—4—4—4—4—4—4 
Е 
Bass 
; =_= 
Æ. 
4— 4— 4—4 
Fill 1 (2:16, 3:59) Fill 2 (2:28) 
Gir. 3 (elec. w/dist. and reverb) (play 3 times) биг. 3 and 4 (w/dist.) pick scrape ---------------------- Е 


11 
и = z 11 : T i 
[vi : Bx 


vol. swells | 


Gr 
| 
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(C#m) AS BS E5 F#5 
lan нди Али 
0 16-19-17-16——16 
LÁ 19-;— 19-17-16 16 2 
18 18—- 18-16 16 16 
- 19 191816 1816—16 - 19-18-16-18-16 —16 
194—19 18 19-j—19 18 
= =— Е == =— = = ЫШЫ 
lan P.M. (1st time only) ===, кейде ms 
4—7—5—4 4 
: 5 7. 7—5—4 4 Е 
0 : 7—6—4—6—4— —4 
7 6 7—7 6 
с 2 4 n 
О 2. 4 _ 4 
0. 2 4 
2 


—4— —4— —4— —4— —4— —4— —4——4 4——4——4——4——0—9—2—2 JE 4——4——4. 
Ig url L5 Laban! لا‎ 
(G#m) i — M TET ЧРИ d 
Gtr. 3 — i 
1 E uu 1 OS Б ИВА 
S $46 g2 Pa А67 VA VN 
19-16 19 19 16-19-]-16—19 16 19-16 — 19-19-19) 16-19 — (19) 19—194 
16-1818) 
16-18 
14-1 7 
З "pull bar up 
“Dip w/bar while picking; pull bar up with 
биз. 1 and 2 each release, causing note to go sharp. 
Р.М... 
4—4—4—4—4—4—4—4—4—4—4—4—4—4—4—4% 
Bass 
4 — —4— —4— —4— —4———4— —4——4 4——4——4—4——9—90—2—2 4—4 a— 44444 
(2:52) 
E5 E BNR uaa sese A> ОН 
0—0——7—8—10—7—8—5—7-3-5-2-3-0-2-0 0 
19—19 15 (19) — (19) з-2—[3-1—0. 
2—4-2-0 == 
2- а) 
17 
жт 5 
йен + RIS BIBT EESAN aaa EE И . 
- E 
4—— —A4— —4——4A 4— —4— —4——4 sgt 
Gtrs. 1 and 2 play Rhy. Fig. 1 twice (see bar 57) 
Gir. 3 w/bar ----------- В 
59 — => И, KAN жез Y 
320129 320520329 === 15:— — —(Q18) — (8) — (18) — (15) —(15) 
3-20 3-20-3—0—.-(0) 0)" 12-13-14-13* 
3 Ed 3 3 3 4. *wide vib. w/bar 


Bass plays Bass Fig. 4 twice (see bar 57) 
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aps Е gradually pull bar up ------------------------------------------- f 
ag ا‎ a E +28 AS 
Gtr. 3 "m А 
62 pick scrape ----------- $ 
[—5-2-0-5-2-0-5-2-0-5-2-0-5-2:0-5-2.0-5-2.0-5 
OF w {00 0 ® 
биз. 1 and 2 s s 
t 7 
7 
0—5 
Bass plays Bass Fill 1 (see bar 2) 
т, 112. go back to [B] 3rd Verse 
G#5 (E5) A5 E5 F#5 
биз. 1 and 2 
a e a Е АИ ү pick scrape * 
5 > > i T 
z D X 1% 
—6 = x 
6 7 2 4 
L—4— 4—4—2—4—4—4—2—4—4—4—2—4—4—4—-2—4—4—4—2—4—4—4—2—4—4—4—0——5 2—4—4—4 à 
Bass plays Bass Fig. 1 (see bar 3) "notes in parenthesis 
played by Gtr. 2. 
HjOutro (4:12) 
(G#m) E5 F#5 F#5 
Gtrs. 3 and 4 
~ а dr 
6B 11-14-12-11 — 11 
12 14-—14-12-11——11 - 1102) 
13 13413-11 —-1 11-13 13 
_ 14 H—14-13-31-13-1 —11 _ 11-13-14 
14—14 13 11-13-14 
Gtrs. 1 and 2 
: 1—34—3H8) a 
4—4—4—4—4—4—4—4—4—4—4—4-—4—4-—4—44-4—4—4—4-—4-—4-—4—4—0 f Y А `2. 
Bass 
à > > 
а С I P 2 
E5 D#5 CHS (E5)A5 G#5 
1 
T un + 
14-12-11 16 = 
13-11—13 
— —— — سے‎ 
EN 
8 6 ei t = 
f2 8 6 [in 7-6 
[5 6 4 4: 7-6 
0 Ў 4 4 0—5 à 
> > = Eos = 
46 = — Hay 1 
0 i Y o—5 — (2) - 
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sm “NEW FANG?” THEM CROOKED VULTURES 


тшмаз % 
USER TABS 


D» 


As heard on THEM CROOKED VULTURES (INTERSCOPE) 
Words and Music by John Paul Jones, Josh Homme and Dave Grohl * Transcribed by Jeff Perrin 


G5 A#5 B5 E5 D5 A5 B7(no3) G5 D5 
9 
хх XXX p IO Xp os Жы Хх хххх CX 2 err ios: ххх on 
H ^ 
e - H 
14 14 14 144 144 14 12 1144 14 
A | Intro (0:00) el (0:10) 


Moderately J =96 (7222-1222) 
N.C. G5 as B5 E5 D5 B5 E5 D5 B5 A5 B5 E5 D5 A5 G5 А5 


Gtr. 2 (elec. w/overdrive) 


wislide 


1 (dmm) 3 


*Note in parenthesis is played 2nd time only. 


Rhy. Fig. 1... 


B5 E5 05 B5 E5 05 B5 A5 B5 E5 D5 A5 65 A#5 
Gtr. 1 plays Rhy. Fig. 1 twice (see bar 5) 


Gir. 3 plays Rhy. 


ig. la twice (see bar 5) 


B5 E5 D5 B5 E5 D5 B5 A5 B5 E5 
9 ER — = — = 
- —10 12— — —10 -T 


1—-9——Fn T 
| 


В| ist Verse (0:31) 


New fang no thang had it made to parade Found a sucker now! want another 
B5 E5 D5 B5 E5 D5 B5 A5 B5 E5 D5 A5 G5 A#5 
Gtr. 1 plays Rhy. Fig. 1 four times (see bar 5) 

G2. 


11 


Bass plays Bass Fig. 1 four times (see bar 5) 
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Stand up step aside open wide Hangin' out and on until the feeling's gone 
B5 E5 D5 B5 E5 D5 B5 A5 B5 E5 D5 A5 G5 А5 
Gtr. 4 (elec. w/dist. and wah) 


Rhy. Fill 1 


Want to? — Yes!do Wanna learn Taking turns getting carpet burns Loose lips lipstick spit Come or go I think it's both І gotta know 
B7(no3) 
Gtr. 4 plays Rhy. Fill 1 twice simile (see bar 13) 
Gtr. 3 
Rhy. Fill 2 


let ring 


С | 1st and 2nd Choruses (0:51, 1:49) 


(1. Sometimes you breaka finger on the upper hand 
(2.) Sometimes you break a finger on the upper hand 


G5 D5 B5 A5 G5 
Gtr. 2 
Riff A 
19 jui ee id - T کے‎ 
12—10—12 10—7—10 س‎ = = EL 


SS == 


Bass 
(play simile 2nd time) 


| | 


Think you got me confused for a better man 
Said yougot me confused with a better тап 
D5 B5 D5 

end Riff A : v 


21 1 . 
1210-12. 10>—7==10 10: ا‎ E E = = 10 э 


= = ү = آل‎ 
E decem E = 
—— 147114: 14 = ен — 
В tal ой = фо ا‎ 
—{ ——5 : === d 334 = ч 
3 3 | Р Е - | i | - ii 10 7 
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2nd time, skip ahead to|F| 
Sometimes you break the finger on the upper hand Say you've got me confused 
Sometimes you break the finger on the upper hand 
G5 D5 B5 A5 G5 D5 
Gtr. 2 plays Riff A simile (see bar 19) 
Gtr.1 
23 ? (w/wah) 
Г 1212 = РА a = —-12—-12—-12714-14-14s- - 
ڪڪ‎ to go НЕ = НЕЕ: 25591 1 PIT 
| EZ Е i) 
Bass =] 6 
EX ا‎ dn us D 
90-34 рер = = i- 
10—10 92—48 TE i 2 000 500-0 3- = Си 18s = 
Ll L| e РЕНН Ее | 
D Guitar Solo (1:09) 


Ah lain'ta better man 
B7(no3) 


Gir. 3 plays Rhy. Fig. Іа (see bar 5) 
Gtr. 2 


= ks = т=з ===е = at -12—12— 12- $ 


Bass plays Bass Fig. 1 (see bar 5) 


Gtr. 1 


Gtr. 3 plays Rhy. Fig. la twice (see bar 5) 


t d 1 m 12 1/2 12 wá 
E zi. ЖЕ 2 Зе м of) 
at, AX 
4 = = | Е 1I—9—-T Овур 9 ш шаш -H 
Е —|— | — — 42 
| = — EJ 


Bass plays Bass Fig. 1 twice (see bar 5) 


Е | 2nd Verse (1:29) 


No slack Cadillac couldn't quit Gums flap so here's your teeth back Accept what | left 
B5 E5 05 B5 E5 05 В5АБ B5 E5 05 А5 65 АЁ5 B5 E5 05 B5 Е5 
hy. Fig. 1 four times (see bar 5) 


' farbe - 
D5 B5 A5 


Bass plays Bass Fig. 1 four times (see bar 5) 


hind in a time when my mind was like a landmine Tailgate by the lake too muchtoo young every button gonna come undone 
B5 E5 D5 A5 G5 Als BS E5 05 B5 E5 05 B5A5 B5 E5 05 A5 G5 ARS 
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go back to [C] 2nd Chorus 


Tight rope no joke Nothin' left so you go baroque 


B5 E5 D5 B5 ЕБ 05 В5 А5 В5 E5 D5 A5 G5 A#5 
40 Gir. 3 plays Rhy. Fill 2 (see bar 15) 


F| (2:04) С | 1st Interlude (2:07) 
| know you've got те confused 
G5 05 N.C.(C#5) 
Gtr. 2 *Gir. 2 
42_ = " > 
12=—10. Er 5 —10——7——10- 18 
| m 


*Gtr. 5 (elec. w/overdrive) 
*both grs. w/slide 


Gtr. 1 


р 


CEE 


Vct ee 


(E5) (C5) 


Gtrs. 2 and 5 repeat Riff B (see bar 44) 
Gtr. 1 " 
46 # t 5 М — 


Bass 
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РЕН Ё eene = ay 


Е: —4 
6 24 
4—9 Her == 1 - 
3 3 
[H] 2nd Interlude (227 — ^ (on repeat) Don't go ` 
B5 E5 05 B5 E5 05 B5 A5 B5 E5 D5 АБ G5 А#5 B5 Е5 05 B5 E5 05 B5 A5 
Gtr. 3 plays Rhy. Fig. la (see bar 5) Gtr. 3 plays Rhy. Fig. 2 (see bar 28) 
биз. 2 and 5 (play Ist time only) 
51 ч Gtr. 1 3 ой 
Qu = = = z 
ЕЕЕ == ЕЕ НЕЕ 
il arcc ПИРИ! 
Gtr. 1 Bass plays Bass 2 (see bar 2 
Bass plays Bass Fig. 1 (see bar 5) 
I| 3rd Chorus (2:47) 
Oh no New fang pressing down low 
New fang pressing down ah 
New fang new fang 
New fang new ah 
B5 E5 D5 A5 G5 ARS B5 E5 05 B5 E5 D5 B5 A5 B5 E5 D5 A5 65 A#5 
Gtr. 3 plays Rhy. Fig. 2 eight times (see bar 28) 
54 E" $ C Е E T ER CERE! 
i ; => 
ЕЕЕ =: = =! = 
Bass plays Bass Fig. 2 (see bar 28) 
No more waiting around for 
No more waiting around ah [J] (3:25) 
Ain't gonna wait no 
Ain't gonna май no тоге 
BS E5 D5 B5 E5 D5 B5 A5 B5 E5 05 A5 G5 АЁБ B5 
Gtr. 3 plays Fill 1 four times (see bar 11) 
7 u (play не) Rhy Fig CREER 2 C dimes) 
—_ 7 3—I- - — — 7y 
= = == Бе сы ш і | 
= | | к 
Bs lo Е Bass Saa eres ag (play 4 times) 
E = 20 20 - - — 2—9- Е 
| aar MHIL ier 082 ی‎ ce o Жл ал zee ree irum] 
III KG EE. 


Outro Solo (3:35) 
B5 
Gtrs. 1 and 4 play Rhy. Fig. 3 four times (see bar 59) 


1 1/4 


ы 
12: “12 
1% 1 1 1 
62_. } SORA 2 I7 218 -— 
= 12 15 15— 17. - 12-— 17 —15— 12 12 12 — 10 12 3 = 3 
E | | چ‎ = [— X 
ڪڪ‎ = — = — 
(Вам omits 
last note) 
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For exclusive tips on how to sound like this song, visit www. BossUS.com “ tone 


As heard on ALL HOPE IS GONE (ROADRUNNER) 
Words and Music by Slipknot * Transcribed by Jeff Perrin 


Guitars are in drop-D tuning down two and one half steps (low to high: A E A D FẸ B). 
Bass tuning (low to high): A E A D. 
АП music sounds in the key of A, two and one half steps lower than written. 
Ab5 G5 F5 D5 E5 Eb5 Bb5 C5 
és or sana] ERG аана RES au Gs eon 
22 Hn i 11 11 ШП 11 
А | Intro (0:00) (0:04) 
Moderately Fast d =136 
N.C.(D5) 
(sound — 
effects) Я y, Fig. 
approx. PH. PH end Rhy. Fig. 1 
4 sec. PM ^^^ PM pos PM.. 


m 6(6) Tt 66) J 
0-0-0-0-5-0-0 0—3/5 0— 5-0-0--| — 0— 3/5-0-0-—5-5-5-5-6-6-6-6-8-8-8-8-7-7-7-7 
pitch: C Eb Eb 
itr, 2 (elec. P.H. 
Gtr. 2 (elec. w/dist.) PM. РМ. ддд РМ N RTT TOONS. 
= = 3 z 
i + va 
0 р УР 0—5-5-5-—- 0—3/5-0-0- 
pitch: Eb 
Bass 
|. = К 
А t f 4~— 6 (6) 
(B A EP. р 3/5 0 aa 0—3/5-0-0-—5-5-5-5-6-6-6-6-8-8-8-8-7-7-7-7- 
Gir. 1 repeats Rhy. Fig. 1 (see bar 1) 
Gtr. 2 РН. slight 
[TD eters QU р. АНИ ann P.M м , PH. PM. P.M. 
6-(6) - —6-(6) s 6-(6) 
0. 0= 5-5-5 RET + AE a 0—0—0—0—5—5—5: 0 37-5— 0 5—5—5- 0 3-5 
pitch: C 
Bass 
6-6) 6-(6) 4 6-(6) 
0 0. 5—0—0 0. 37-5—0—0 0—0—0—0—5-—0-—0- 0 375 ) 5-0-0 0 3475—0—0— 
yeah 
Gtr. 2 
[A o PEE ORDER " 
3 : 15 
| 6666—7777 9999—8888 6666—7777 9999—8888 16. 7. 9- 8- 15-5 6. 
ГГ ГГ ГГ ГГ ТТ = 5—5—5—5—6—6—6—6—8—8—8—8—7—7—7—7—Ш—5 6——8——6 5—6 
g HY للا للا‎ LLL LLL LLL LL F £ £ F E 
JUL op tie iati t aant ria docete drea ma nas EE suia d etate e ОИ 4 
Bass 
—€————— = 8—8—8—8—7—7—7—7-- P 8 T. Ё 8 de 
(C) 2008 EMI APRIL MUSIC INC. AND MUSIC THAT MUSIC 
ALL RIGHTS CONTROLLED AND ADMINISTERED BY EMI APRIL MUSIC INC 
130 GUITAR WORLD ALL RIGHTS RESERVED, INTERNATIONAL COPYRIGHT SECURED. USED BY PERMISSION. 


REPRINTED BY PERMISSION OF HAL LEONARD CORPORATION. 
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1 did my 
Ab5N.C.(D5) G5 N.C.(D5) G5 Ab5 N.C.(D5) G5 N.C.(D5) G5 Ab5 N.C.(D5) 65 N.C.(D5) G5 Ab5 G5 F5 D5 F5 G5 F5 E5 
Gus. | and 2 
RESIS Oe sete centi nete s 
11 РМ... РМ... (repeat previous bar) i —— ——— M 4 
6 5 5—6 6—56—3——0——3—5——3——2-" 
0—0—5—0—0 6 6— 5— 3——0—3—5— 3—2 
[pp ou ы] Ey qo 9] 
Bass 
Bass Fig. 1 end Bass Fig. 1 
2 : | 
6—0—0—5 6—5—3—0—3—5—3—2- 
Е "ОР МЕН РШ А 
В |Ist and 2nd Verses (0:38, 1:34) 
(1.) time and | want out So effusive Fade it doesn't cut The soulis not so vibrant 
(2) cracks in the road we laid but where the temple fell the secrets have gone mad 
Ab5G5 N.C.(D5) 05 Ab5 №С.(05) G5 №С.(05) 05 Ab5 №С.(05) G5 N.C.(D5) G5 Ab5 G5 F5 D5 F5 G5 F5 Е5 
15 Р.М... РМ... PM.., PM ЖОР iet oso eode Е 
i x 
6—5 5— 6—1-6 5 5—6 6—5—3—0—3—5—3—2 
625 —0—0—5—6 0—o—5—0—0—5—6. 6—5—3 3—5 
اللا ,الا لا‎ рр ,لا‎ gi 
t 24 
6—5—0—0—5—6——6—0—0—5—0—0—5—6 6—5—3—0—3—5—3—2 
В | لكلا و اة‎ EE Г 
(1) The reckoning the sickening packaging subversion pseudo sacrosanct perversion 
Go drill your deserts go dig your graves then fill your mouth with all the money уои will save 
Sinking in getting smaller again l'm done It has begun I'm not the only one 
(2.) This is nothing new but when ме killed it all the hate was all we had 
Who needs another mess we could start over Just look me іп the eyes and say Im wrong 
Now there'sonly emptiness Venomous insipid | thinkwe're done Im not the only one 
Ab5N.C.(D5) G5 N.C.(D5) G5 АЬ5 №С.(05) G5 N.C.(D5) G5 AbS №С.(05) G5 N.C.(D5) 05 Ab5 G5 F5 DS F5 G5 FS E5 
биз. 1 and 2 ГЕТ 
19 Р.М... РМ... ЖИ ааа 4 
=] 5 5—6 6—5—3——0—3—5—3—2-4 
6— 0— 0—5——0—0— 5— 6 6 3—0—3—5—3—2 
Bass plays Bass Fig. 1 three times (see bar 11) 
С | 1st and 2nd Choruses (1:06, 2:03) 
And the — rain will. kill us all We throw ourselves against 
Ab5 Eb5 Bb5 G5 C5 N.C.(Eb5) Ab5 
23 Gtr. 3 (elec. w/dist.) 
zz = zd zm m 
10-10-10 7—-7\—-7—7—_7— 7—7 12—|[12—12 15-15|-15 8 
X X X X X—X—X—x—x X ]—X X X X 
1—X—8—-8/—8—Xx—5—]-51—5—5— 5— 5— 5— X—10—]40—10—X——13-113—13—X——6 


РМ. РМ D MOS PM. РМ. 


1—]13—1—20—46--8j—8—9—5—]|:51—5—5—8—85—5—85—10—][ 10 
1222128322732 8 5 


*P.M. this bar only when recalled as Rhy. Fig. 3 at [Е] 2nd Guitar Solo. 


Bass 
Bass Fig.2 


6—6— бб бот тов во a) 5 5 5 5 55 (10) 10—10-13--(13)-13—18—6 
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2nd time, skip ahead to [Е] 1st Guitar Solo 
the wall but по one else can see the preservation of the martyr in 
Eb5 Bb5 G5 F5 Ab5 G5 F5 Ab5 
27 ————" " 
== =4 ж, = 
каш шш эш шш эш; UE = II =ГЕНЕЕЕЕЕЕЕ t 
чк —8—5—9—9—X—1—1]1 $ 8 ЕВ 
end Rhy. Fig. 3 
RAS eee ees 5 Р.М. PM. ii pacer E 3 P.M. 
ШЕ Е = = t + 
63—6—6— 6 6—6—0—1 13—1—0—8—18)—8—0—5—1-5)—5—85—5—5—0—3——6—]1-5 3—6 
[—.-64—6—6— бб бот Ито вв в ов ББ ов 15 0— 3—6. 
ل‎ У В В О В НИЕ xL اللا‎ i | 
end Bass Fig. 2 
бое еб бот. 1)—1 &—(8—8—0—5— (5) —5—5—5—5—0—8—6——5 і 0—3—5 
م ال ت ا‎ ГРЕЕТ | CE 
О] (1:20) &o back to [B] 2nd Verse 
(1.) me Psychosocial psychosocial psychosocial 
(2.) Psychosocial psychosocial psychosocial 2. There аге 
Ab5N.C.(D5) 65 N.C.(D5) 05 Ab5 С.(05) G5 N.C.(D5) G5 Ab5 N.C.(D5) G5 N.C.(D5) G5 Ab5 G5 F5 05 F5 G5 F5 ES 
биз. 1 and 2 
31 Р.М... Р.М... РАШ د‎ аайы ES P 
оо 80086 a 
р) للا‎ rr 
Bass plays Bass Fig. 1 twice (see bar 11) 
Е | 1st Guitar Solo (Mick Thomson) (2:17) 
me Psychosocial psychosocial 
Ab5 М№.С.(05) G5 N.C.(D5) G5 Ab5 C.(D5) G5 N.C.(D5) G5 Ab5 
Gtrs. 1 and 2 play Rhy. Fig. 2 eight times (see bar 11) 
Gir. 3 
35 P.M., light P.M... a lige aa 4 
12-13-15-| 
8—8—10—8 12-13-15 12-13-15-17-15-13 کے‎ 12-13-15-12-13-15 
10—11 7—7—7—8-10/12-12-13-12-13-15 12-13-15 17-15 13\12-12-13-15- t 
LLL LLLI LLL. cL LLLLL] LL] Е لبا‎ 
6 3 6 
42 riis f i15 
Bass plays first two bars of Bass Fig. 1 (see bar 11) 
psychosocial 
N.C.(D5) 65 N.C.D5) G5 А5 N.C.D5) 65 N.C.(D5) 65 №5 
Gtr. 3 
97: РМ Ева 4 1. В 17- 
13-15-16-18-16-15 151615-161516 
| 12-13-15-17-15-13 12-13-15 17—15 15-17-19 17151313-X 
12-13-15 171513\1212-13-15 15—17 1715—17 
= L А لا اس سلا‎ = Е = Е 
6 Е 6 3 3 3 
Bass 
UT Ud K E EE a aa ka a a НН АРОН 4 
6 0. 0 5 0 0 5 6 6 6 6 5 0 0 3 2 
Ld. v Ere 
Psychosocial psychosocial 
N.C.(D5) G5 N.C.(D5) G5 AbS (D5) 95 N.C.(D5) G5 АЬ5 
Gir. 3 
39 ч чл 2 " - А RE 
15 (15) 16-15-13-15 (15) 16-15-13--16 16 15 18 15 15—15* 
Ci 
== жашкы: Ол ————— = =— 


Bass plays first two bars of Bass Fig. 1 (see bar 11) 
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F | 2nd Guitar Solo (Jim Root) (2:31) 
psychosocial 
N.C.(D5) G5 N.C(D5 G5 Ab5 №С.(05) G5 N.C(D5 G5 АЬ5 ЕЬ5 
Gtrs. 1 and 2 play Rhy. Fig. 3 (see bar 23) 
1 
41 Gtr. 4 (elec. w/dist.) d Piu cS 
11 117—11—10——11—(11)10-11-10. 10— 
== 11 11 
" 
p ЕЕ 
Gtr. 3 и 
i ә m иеа. ата cg d 
Е 15-15-15— 167—15-—10-19-1 o) 10 А —10—8* t 
(15) —X-X-X X-X-X X- : === == 
12-12-12—13——12——7—7—7—.7 7 81-84 =—7-=—5 34-37-25 7 (0—7 
اا‎ n} اا ل اا ل‎ 7© — ———d — 
*Two guitars arranged for one part. Bass plays Bass Fig. 2 (see bar 23) 
Bass plays Bass Fill 1 (see bar 37) 
а Bb5 G5 C5 Eb5 Ab5 
— шу: ЭШЕК. ات ت ات س ر‎ on ——~ Тайыз EES 
44 T 11—10—11— 1011 108 —10-=11 — (19. (10) —10—8——10 10\-=13—/10\ M 
X X X] 
7——5——7 т1>=10—\7, 
0—0—8-1011- 
Eb5 Bb5 G5 
47 
12 12131412101210 10131010 
8 10-12-13-12-10 1213 15 }- 1513121315 13-12—13 13-,—13-12-10 — 10 === 
11-10-10-11-13 18 13-113: 12:710—8—10 
=== ЕЕЕ ERR کڪ‎ ЕЕЕ LI к لعا لا لل‎ 
6 6 32 б йы 
Gir. 4 
M ARR 
12 12 8 8 7—8—7 Т. 
== 10. $-10-8—7 8 7 
(10) 6. 5 3 5 
pa— —ar —ü | اا‎ L—— )ا ا اا لا‎ | 
3 3 
O о ee me See EEATT SEA ON OE e ИИ ЗЕЕ ИСИ мер ru - 
биз. 1 and 2 Sty 
5 5 5 5 5. 5 5 5 5 5 5 5 5 5 
t5 5 8 5 5. 5 5. 5 5 5 5 5-17 
ELIT ILÉ I =_=) Г И И р 
ИОВА НИИ ЕВЕР иизин ——""—Í—— € à 
Biti Gtr. 2 
ТО REB MEME УКТОО ЕСТУ РИКИ ERR RR" ` 
5) 5 5 5 5 5 5 5 5 5 5 5 5 5 5 5 
ELI LJ LI LLLI Ср) 
G| Interlude (245) Tia Os [4 
N.C.(D5) The limits of №е 
*Gtr. 2 
БТ ЗАЛ BI шпана из рые ира ОН У Е 
1—4 в + г t : 9—5 
: 17 
0—0 0—0 0—0 0-0-0-0 0-0-0-0 0—0—0—0 0-027 
E = = EE === к | 
* Gtr. 1 enters 3rd time 
Bass 
| E 5 
| 
Н | Bridge (3:00) 


dead The limits of the 
Gtrs. 1 and 2 play Rhy. Fig. 4 four times (see bar 51) 
54 Bass (repeat previous two bars) 2 
E t 3 y + + Ze H- 
“—0-0 0-0- 0-0 0-0-0-0- 0-0-0-0 : 
ы ы ы ы ы ее 
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1j 614 1,23: [a 
(1.,3.) dead (2.) The limits of the 
(D5) А i D5 E5 F5 
58 Gtrs.1 and2 ~ ~ at.. ee * 
ji 
T ні ид и x Е T 
0—0. 3 920 0—0 0—0—0—0 EEG = 0—0—0—0 053 
= i ees = = CIO = EE) 
2 12 * Gtr. 2 no P.M. 
Bass —~ eos 
| А in Ri ^ i e Е ^f 
*—9—0. 3 3)— 0—0 0—0 0—0—0—0 0—0—0—27 (2) —(2— 0—0—0—0 0——2—— 3 
E | gr» —] Em ا‎ E LLL 
J | 3rd Verse (3:29) 
(1.) | Fake anti - fascist lie | triedto tell you but your purple hearts are giving out 
(Psychosocial) (psychosocial) БЯ вир 
(2) Can't stop a killing idea if it's hunting season Is this what you want I'm not the only one 
(Psychosocial) (psychosocial) (psychosocial) 


Ab5N.C.(D5) G5 №С.(05) G5 АЬ5 
Gtrs. 1 and 2 


N.C.(D5) 65 N.CD5) 65 АЬ5 


N.C.(D5) G5 N.C.(D5) G5 Ab5 G5 F5 05 F5 G5 F5 E5 


61 PM... PM... P ONERE А 
| =; : 
*—6 5 5—6 6—5—3—0—3—5—3—2— 
6—0 0—5 00—56 6—5—3—0—3—5—3—2 
— لال‎ LLL ا ا لا‎ —— 
Bass plays Bass Fig. 1 twice (see bar 11) 
К | 3rd Chorus (3:43) 
And the тап will kill us all We throw ourselves against 
the wall but по one else can see the preservation of the martyr in 
me And the тап will kill us all We throw ourselves against 
Ab5 Eb5 Bb5 G5 c5 Eb5 Ab5 
Gtrs. 1 and 2 play first four bars of Rhy. Fig. 3 three times (see bar 23) 
Gir. 3 
às Gtr (play 3 times) 
8 
X 
6 


time 
t four bars of Bass Fig. 2 three times simile (see bar 23) 


*omit chord Isi 
Bass plays 


the wall but no one else can see the preservation of the martyr in 
Eb5 Bb5 G5 
69 Girs. 1 and 2 play first two bars of Rhy. Fig. 3 (see bar 23) Gtrs. 1 and 2 play Rhy. Fill 1 (see bar 49) 
== =] == 
81—8—8—8—8—8 3i 10-10]—10714—1414]-14—14—147—10—10—10—19—15—]-15—17 —17 —19—20—19—19—19 
X—X—X—X—X хех ххх ххх хх X—X—X—X—L-X—X—X—X—X—X—X—X 
8/—8—8—6—8—8—x—1—]|- x— ete 81 i212 |-12 1212-8888 13] 13—15—15—17—18—17—17—1 
Bass plays first two bars of Bass Fig. 2 (see bar 23) Bass plays Bass Fill 2 (see bar 49) 
L| (4:11) IM] Outro (4:26) 
15253. [4. 
(1.) me (4th time) The limits of the dead (1.,3.) (2.) The limits of the 
N.C.(D5) (play 4 times) D5 F5 E5 D5 
Gtr.2 РН. 
б ЖЫ сазы PEEP EEE QNM 
[:-0-0-7-7-1212.0-0-5-5-9-9-4-4-8-8-10-0-7-7-1212.0-0-5-5-9-9-4 1 T mec 
оо 00—00}—0000. 900313 2 0000 
0—0 00—- 00.—0000— 0003132 0000 
للا للا للل للا س س‎ Я | | ы ы шш Сі вы 
pitch: С 
(play 4 times) 
Gir. 1 PH 
o ———————— TEN ARRA 
0—8 ga *f 5 Imm 
8-8-1212.—-6-6:10105-5-8-8 8-981212. 6-6-10105 9—9 90—00/—8999—9993(327] 9999 
92 HS EES لا‎ ЮЕ Ee Ы р dE. ы ы HH foo Bu 
pitch: С: 
Bass (play 4 times) 
таш; 7 + =: T—HH = JF 4 ] 
0-0 0-0 0-0 0-0 0-0-0-0 0-0-0-0. 00—00 0.0—00'—0000—0003-(3)-2~ 0000 
(= = (= ы ы === B ы d HB ыы ы ы 
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As heard on WRATH iiic] 
Words and Music by Chris Adler, David Blythe, John Campbell, Mark Morton and Will Adler Ж Transcribed by Jeff Perrin 


Guitars are in drop-D tuning (low to high, D A D G B E). 
Bass tuning (low to high): D A D G. 


E5 F5 D5 D5 Gb5 G5 C5 Ab5 
хххх БЕ peret] Ах 95, AO Дох, AXX оп. & XXX 
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Bass Fig. 1 
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Lid Bass Fig. 1 
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С | Verses (0:34, 1:25) 
w/double-time feel 
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“SET TO FAIL” Make The Tone | 


www. BossUS.com- tone 


Criticize to better your relative positioning 
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Bass plays Bass Fig. 2 (see bar 16) 
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“SET TO FAIL” 


E| Chorus (1:08, 1:59, 3:08, 3:25) 
(end half-time feel) 
ES Somewhere you finally lost your way 
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Bass plays Bass Fig. 1 (see bar 8) 
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2nd time, skip ahead to (Е Ist time, go back to |C] 2nd Verse 
4th time, skip ahead to [I] 3rd time, go back to [E] Chorus 
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Gtrs. 1 and 2 repeat Rhy. Fig. 1 (see bar 39) 


(play 3 times) 
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Gtr. 3 (elec. w/dist.; enter 2nd time w/volume swell and 
let ring next 2 bars) 
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“SET TO FAIL” 


The Pedals That 
Make The Tone 


www.BossUS.com tone 


Gtrs. 1 and 2 
Rhy. Fig. 2... 
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бүз. 1 and 2 play Rhy. Fig. 2 two and one half times (see bar 43) 
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IERICAN STANDARD 
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FENDER AMERICAN SPECIAL STRATOCASTER AND TELECASTER 


EGNATER RENEGADE 65-WATT TUBE HEAD 


GODIN SIGNATURE SERIES SUMMIT CT 


COMEBACK SPECIAL 


Fender American Special Stratocaster and Telecaster 


The Stratocaster HSS features a bridge humbucker 
with satisfying crunch and fat midrange, 


Ж BY CHRIS GILL 


HE TELECASTER AND 

Stratocaster were pretty 

much perfect since the day 
Leo Fender introduced each, more 
than 50 years ago. While Fender 
has made a few changes to the basic 
models over the years—most notably 
with the American Standard Series, 
which provides subtle new upgrades 
and enhancements every couple of 
years or so—today’s Teles and Strats 
aren't very different from the Fender 
guitars your dad, or even your grand- 
father, played. 

One of the bigge: 

is that the list prices of base Strat and 
Tele models have actually decreased 
over the years when you adjust for 
inflation. For example, the Strat’s orig- 
inal list price in 1954 was $250, which 
is the equivalent of about $2,000 
today. Of course, Fender has offered a 
ariety of import versions made 


improvements 


wide v 
in Japan, Korea and Mexico that have 
sold for much less than that, but even 
today’s iconic workhorse American 


Standard model, with it: 


starting price 
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Leo's original 
synchronized 
tremolo still works 
like а charm after 
more than 50 years. 


tag of $1,590 offers guitarists financial 
relief compared to yesteryear’s prices. 

With a suggested retail price of 
only $1,099, Fender’s new American 
Special Stratocaster and Telecaster 
models provide mu: ns with an 
even better bailout deal than the 
U.S. government gave AIG. These 
are bona fide made-in-the-U.S.A. 
instruments that offer all the crafts. 
manship, quality materials and play- 
ability that guitarists expect from an 
American-made Fender guitar, yet 
you can buy one for less than half the 
price of what the Strat and Tele origi- 
nally sold for. 


FEATURES 

THE FENDER AMERICAN Special 
Series consists of three models—a 
Telecaster, a Stratocaster and 
a humbucker-equipped “HS 
Stratocaster—and each with two 
finish options. All three have alder 
bodies, a high-gloss urethane finish, 
and a maple neck with a 9 1/2-inch 
radius and jumbo frets. 

The American Special Telecaster 
comes with a vintage-style string- 


ү МАЗ» = 


4 nde 


through-body bridge with three br: 
the c 


saddles to provide 
sic twang that Tele aficionados love. Its Тех 
1 Tele bridge and neck pickups are constructed from 
Alnico V magnets and deliver the increased output and 
hotter tones that today’s players prefer. Controls include 
the standard master volume and master tone controls with 
knurled chrome-dome knobs, and a three-position pickup 
selector with a Fifties-style barrel knob. Finish options 

are Olympic White with a matching three-ply white pick- 
guard, and three-color sunburst with a black three-ply 
pickguard. 

Players who prefer Strats have two American Special 
models to choose from: the American Special Stratocaster 
and the American Special Stratocaster HSS, Both feature 
a vintage-style tremolo bridge with bent steel saddles and 
a larger Seventies-style headstock, which many players 
insist provides enhanced sustain and fatter tone (just ask 
Jimi and Yngwie). The American Special Stratocaster 
comes with three Texas Special Alnico V single-coil Strat 
pickups and a maple fingerboard, and it’s available in 
either Candy Apple Red or two-tone sunburst, comple- 
mented by a white pickguard. 

The American Special Stratocaster HSS is more of a 
hard rock hot-rod featuring a high-output (16.4K ohms) 
Fender Atomic bridge-position humbucker with Alnico 
V magnets, while the neck and middle pickups are Texas 
Special Strat single-coils. The HSS comes with a rosewood 


: fingerboard only, and its neck is contoured to a rocker- 
і approved slim profile in contrast to the American Special 


PROPELLERHEAD RECORD 


QUALITY 8 DESIGN 


SPECS | 


LIST PRICE: 
$1,099.99 (all models) 
MANUFACTURER: 
Fender, fender.com 
SCALE LENGTH: 

25 1/2 inches 
FINGERBOARD: 
Maple (Telecaster 
and Stratocaster), 
rosewood 
(Stratocaster HSS) 
FRETS: 22 jumbo 
BODY: Alder 
NECK: Maple 
BRIDGE: Vintag 
style string-through- 
body (Telecaster), 
vintage-style tremolo 
(Stratocaster and 
Stratocaster HSS) 
PICKUPS: Texas 
Special Tele bridge 
and neck single-coil 
(Telecaster), Texas 
Special Strat bridge, 
middle and neck coil 
(Stratocaster), Atomic 
humbucker bridge and 
Texas Special middle 
and neck single-coil 
(Stratocaster HSS) 
TUNERS: Fender/Ping, 
cast and sealed 
CONTROLS: Master 
volume, master tone, 
three-position pickup 
selector (Telecaster); 
master volume, neck 
tone, bridge tone, 
five-position pickup 
selector (Stratocaster 
and Stratocaster HSS) 


Texas Special 
pickups sound ав 
big and bold as the 
Lone Star State. 
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Stratocaster's slightly Бе ег vintage- 
style C-shaped profile. The HSS 
models a black pickguard and 
is offered with a black or three-color 
sunburst finish. 


por 


PERFORMANCE 
FENDER'S AMERICAN SPECIAL Series 
guitars are a testimony to the genius 
of Leo Fender's original concept 
for a mass-produced solidbody 
guitar. Every single detail, like the 
exceptionally tight neck pocket, the 


TC ELECTRONIC POLYTUNE TUNER. 


immaculate finish, and the smooth- 
silk fretwork, is as close to perfection 
as Fender has ever come in its history. 
The fact that Fender is still able to 
build these guitars in the U 
sell them for considerably less than 
pr an models certainly 
would have made Leo very proud. 

The American Special Telecaster 
is a class 
Texas Special pickups offer plenty of 
aggressive character, with percus 
explosive attack and brilliant, singing 
treble. The harder you dig in, the 
more it gives back. The neck has 
the smooth, satiny feel of real wood 
instead of the artificial, plas 
that many modern urethane neck 
finishes impart. 

The Strat models are both fine 
examples of Leo’s crowning achieve- 
ment that will also please longtime 
fans. With its humbucker bridge pick- 
up, the HSS model is a rocking beast 
with fierce midrange and delightful 
crunch when played through an over- 
driven amp. It covers EVH territory 
quite nicely, but it also delivers time- 
less Strat tones with the middle and 
neck pickups engaged. Its slim neck is 
exceptionally comfortable 
playing honestly effortles 
fer 100 percent authentic Strat tones, 
the American Special Stratocaster 
does the trick quite nicely. 


and 


vious Ameri 


ic Tele in every sense. The 


ive, 


ic feel 


nd makes 


If you pre- 


THE BOTTOM LINE 
DER'S AMERICAN SPECIAL series 
Telecasters and Stratocasters are 
truly special instruments that will 
please even the most hardcore Strat 
and Tele enthus These outstand- 
ing gigging and studio workhorses 
put U.S. craftsmanship within the 
reach of everyday players once again, 
without forcing them to make any 
significant compromises. For the 
first time in history, the “real thing" 
has never been more affordable for 
Fender fans. 8G 


AFFORDABLE; LIMITED FINISH 
CLASSIC OPTIONS 
WORKHORSE 

TONES * EXCELLENT 

CONSTRUCTION 


CHUNK SYSTEMS BASS GUITAR PEDALS 


Vintage-style brass saddles give the American Special 
Telecaster plenty of twang and spank. 
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SOUNDCHECK * THE GEAR IN REVIEW 


TWO FOR THE SHOW 


Egnater Renegade B5-watt tube head 


Tube Mix controls for each 
1 channel let you dial in a blend 
616 and EL34 tones. 


Ж BY CHRIS GILL 


НЕ WORLDS ОЕ the boutique 

amplifier and mass-produced 

products have remained 
mutually exclusive for the most 
part, although a few independent 
amp builders have either closed up 
shop to work for larger companies 
or collaborated with big music 
ions to produce a handful 
of products. Bruce Egnater has 
bucked this trend by offering both 
mass-produced amps and high-end 
boutique products from his own 
company, providing everything from 
the affordable Rebel 20 head to the 
incredibly versatile MOD Ser 
custom modular amps. 

Like the Rebel Series amps and the 
four-channel Tourmaster, Egnater's 
new Renegade Series tube amps de- 
liver the innovative features and tones 
that his company is known for, while 
they sell for impressively competitive 
prices. The Renegade features two 
fully independent and individually 
voiced channels, Egnater's signature 
Tube Mix function, and numerous 
high-end extras, like a cabinet-voiced 
balanced XLR line/recording output, 
a buffered effect loop and a versatile 
footswitch controller. The Renegade is 
available as a separate head (which is 
the version I auditioned) and in 1x12, 
2x12 and 4x10 combo configurations 


corpora 


FEATURES 
THE RENEGADE IS a 65-watt two- 
channel amp featuring both a pair 
of 6L6 and a pair of EL34 power 
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Channel 2 looks identical to 
channel 1, but it is separately 
voiced like a classic British amp. 


tubes. Each channel includes its own 
Tube Mix control, which allows 
you to select either 61,6 or EL34 
tubes or any combination of the two 
independently for each channel. 
Although both channels have their 
own passive bass, middle and treble 
EQ controls, channel 1 has a classic 
Fender voice, while channel 2 is more 
vintage Marshall. Each channel also 
includes its own 65-watt/18-watt, 
Tight/Deep and Bright/Normal mode 
switches, and individual reverb level 
controls for each channel are located 
in the amp's master section along 
with the master density, presence, 
main 1 (master volume) and main 2 
(master volume *boost") controls. 
The reverb circuit is actually digital, 
but you wouldn't know it. Egnater 
spent a year designing it, and it 
sounds like a high-end spring unit. 
The rear panel provides features 
not commonly found on amps in its 
price range. The Bias section cons 
of test points that you can easily 
access with a voltmeter and external 
bias adjust trim pots that you can 
tweak with a screwdriver, all without 
removing the amp from its cha: 
This easy-to-use feature allows you 
to experiment with different tube 
configurations (5881, 6550, 6V6, 
KT66 and KT77), without paying a 
tech to adjust the proper bias each 
time. The buffered effect loop sounds 
great with any variety of effect: 
from pedals to pro rack units, and the 
XLR record/line out provides miked 
amp tones through a PA or when 
recording direct. 


LIST PRICE: $999.00 


MANUFACTURER: 
Egnater Amps, 
egnateramps.com 
OUTPUT: 65 watts 
TUBES: Two В1В, two 
EL34 (power amp], six 
12AX7 (preamp, reverb) 
CHANNELS: Two 
FRONT PANEL: 1/4-inch 
input, channel select 
switch, B5/18-watt, 
Tight/Deep and Bright/ 
Normal switches (each 
channel), gain, bass, 
middle, treble, tube mix 
and volume knobs (each 
channel), channel 1 


reverb, channel 2 reverb, 


density, presence, main 
land main 2 knobs, on/ 
off switch, standby/play 
switch 

REAR PANEL: Two 
footswitch jacks, 

two bias test points, 
two bias adjust pots, 
four-/eight-/16-ohm 
impedance selector, 
1/4-inch main speaker 
output, 1/4-inch 
extension speaker 
output, balanced XLR 
record/line output, 
1/4-inch effect loop 
return, 1/4-inch effect 
loop send 

OTHER: Four-button 
footswitch for 
controlling channel 
switching, effect loop 
on/off, reverb on/off, 
and main 2 (boost) оп/ 
off, padded cover 


PON DISC! 


While most foot controllers 
provided with amps allow you to 
switch channels and reverb and little 
else, the Renegade's four-button foot 
controller lets you customize the 
amp’s functions for live performance. 
Using its mini footswitches, you can 
assign the effect loop, reverb and main 
2 (boost) separately to either or both 
channels. The digital reverb circuit 
incorporates a “spillover” feature that 
allows reverb tails to decay naturally 
when you switch from one channel to 
another instead of cutting off abruptly. 


PERFORMANCE 
THANKS TO ITS versatile Tube Mix 
controls and individually voiced EQ 
sections for each channel, the Ren- 
egade truly sounds and performs like 
two ‘ate amps, Channel 1 can 
deli ne clean rhythm tones 
with the Tube Mix control set all the 
way to the 6L6 side, the Bright and 
Deep modes engaged and the reverb 
dialed in low. You can instantly switch 
to a dark, powerful distorted lead tone 
with channel 2’s Tube Mix control set 
to EL34, the Normal and Tight modes 
engaged and the reverb turned off, for 
bone-dry punch. The 65-watt/18-watt 
switch further allows you to custom 
tailor each channel's tone. Use the 
18-watt setting when you want power 
tube compression at more manageable 
volume levels, or leave it set to 65 watts 
when you need more clean headroom. 

With a little careful tweaking, the 
Renegade summons a wide variety of 
classic tones that are ideal for almost 
any style of music, although it doesn't 
deliver the ultra-high levels of gain 
many modern metal pl prefer. 
Even so, it still produces impressively 
aggressive distortion with all of the 
crunch or compressed singing sustain 
most players desire. 


THE BOTTOM LINE 
IF YOU WANT а versatile gigging 
amp that you can tweak to your 
discriminating tastes, and you don't 
want to empty out your bank account, 
the Egnater Renegade will rock your 
world. Going rogue never sounded so 
good, nor has it been so affordable. 8G 


INCREDIBLE VALUE NO EFFECT LOOP 


LEVEL CONTROLS 


* TRUE TWO-AMP 
PERFORMANCE * PRO 
FEATURES 
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PEAK PERFORMANCE 


BY ERIC KIRKLAND 


ANADA'S GODIN GUITARS 

has offered superbly crafted 

instruments for more than 
two decades, but the company 
didn't really score on the American 
market until it introduced the 
semihollow, acoustic/electric hybrids 
in its Multiac Series. These guitars 
became a sensation for their acoustic 
resonance, fast flat fretboards, and 
flawless fit and finish. 

The newest Signature Series mem- 
ber is the first nonhybrid and pure 
solidbody electric in the line. Even 
without the hollow chambers and hy- 
brid acoustic electronics, the Summit 
CT resonates with a loud and percus- 
sive ring that's more akin to its hybrid 
brethren than a typical solidbody, 
making this fine-tuned guitar perhaps 
the most versatile of the seri 


FEATURES 

GODIN USED THE knowledge it gained 
from building hybrid acoustic/elec- 
trics to maximize the Summit CT’s 
acoustic properties. Every wood and 
component choice med at creat- 
ing a solidbody electric that can ring 
and magnify string response in ways 
that are surprisingly similar to a hol- 
low instrument. The stout mahogany 
body may not be the obvious choi 
for a guitar that's meant to have such 
vibrant acoustic quali but it's ac- 
tually ideal for creating the necessary 
frequency depth and dynamic poten- 
tial. A carved slab of highly figured 
and flamed maple adds visual appeal 
and serious presence in the high and 
low frequencies. To enhance the ma- 
ple's tonal contribution and ultimate 
string energy, Godin made the fret- 
board of ebony, which is harder than 
maple and accentuates the uppermost 
portion of the frequency spectrum. 

To ensure that the brightest tones 
actually reach the pickups, an offset 
four-bolt pattern is used to couple the 
snugly fit neck with the mahogany 
body. The satin-finished mahogany 
neck feels like what you might find on 
a top-hanger acoustic. It's carved with 
a slight V shape behind the first five 
frets and gently tapers to a C-shaped 
hill. It's a subtle departure from a con- 
tinuous C shape, but it makes grasping 
chords comfortable on the exception- 
ally flat 16-inch-radius fretboard. 
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The Summit's sunken Tune-o- 
matic-style bridge and specialized 
string-through design also aid in 
resonance transfer, Instead of simply 
terminating the string balls in a metal 
tube, Godin mounts a resonance- 
enhancing plate inside the string 
cavity and string routes. 

The Summit CT has a Seymour 
Duncan '59 in the bridge slot and 
amy Duncan Alnico П Pro in 
the neck position. A five-po 
selector switch provides humbucker 
and single-coil options. Best of all, 
Godin's active and proprietary High- 
Definition Revoicer (HDR) circuit 
lets players turn the passive pickups 
into a harmonic-enhancing active 
ystem at the push of a button. 


acre 


PERFORMANCE 
EVEN WHEN STRUMMED acoustically, 
the Summit CT produces a multi- 
dimensional tone similar to an 
acoustic strung with phosphor- 
bronze strings. It's an interesting 
effect that translates well through 
a clean amplifier. Played through 
my Victoria Golden Melody, the 
Summit CT displayed brilliance 
and sparkle that I've never heard 
from a solidbody electric. With the 
High-Definition Revoicer active, the 
upper-mid harmonics became even 
more pronounced, while the highs 
compressed slightly and the bra 
qualities diminished. 

When I activated a Klon overdrive 
in front of the Victoria, the Godin 
became an adept partner for jazz 
fusion and refined blues. There was 
a spatial relationship between the 
areas of the frequency spectrum and 
a peri ive thump that defined each 
string hit, which made the Summit 
CT sound like an acoustic/electric 
hybrid. When the HDR was used in 
conjunction with an overdriven amp, 
like the Klon and Victoria rig, or my 
FJA-modified Marshall, the Summit 
became a neo-jazz shredder. 


THE BOTTOM LINE 
GODIN'S SUMMIT CT is an interesting 
and versatile electric solidbody. In 
addition to its very convincing acous- 
tic tone and response, the guitar's flat 
ebony fretboard and High-Definition 
Revoicer circuit make it a sublime 
instrument for any number of jazz 
and shredding styles. 86 


Godin Signature Series Summit CT 


OVERALL VALUE 


SPECS 


LIST PRICE: $1,195.00 


MANUFACTURER: 
Godin Guitars, 
godinguitars.com 
BODY: Mahogany, 
carved flamed maple 
top 

NECK: Mahogany, 
bolt-on 
FINGERBOARD: Ebony 
SCALE LENGTH: 

24 3/4 inches 

FRETS: 22 
HARDWARE: Recessed 
Tune-o-matic-style 
bridge, Godin mini 
tuners 

CONTROLS: Master 
volume and tone, five- 
way pickup selector, 
Godin High-Definition 
Revoicer (H.D.R) 
PICKUPS: Seymour 
Duncan SHI-59, bridge; 
APH- Alnico IT, neck 


Recessed 
bridge and 
unique string- 
through 
design creates : 
outstanding 
acoustic 
responses and 
sustain. 


The High-Definition : 


Revoicer turns the 
passive pickups 
into an overtone- 
enhancing active 

system. 


po 


The flat, 
16-inch radius 
is ideal for 
lightning-fast 
movement and 
shred styles, 


VOLUME KNOB 
TAPER IS LIMITED • 
RATHER PERCUSSIVE 
SOUNDING 


SUPERFAST FLAT 
FRETBOARD © 


AMAZING ACOUSTIC 
RESPONSE • 
HIGH-DEFINITION 
REVOICER CIRCUIT 


ТНЕ РАЗТ ТВАСК 


Propellerhead Record 


знн 


ааа 2 


Ж BY CHRIS GILL 


LOT OF ртеа software pack- 

ages turn your computer 

into a professional recording 
studio. The problem is that most 
Digital Audio Workstation (DAW) 
software programs are focused more 
on advanced sequencing functions 
and make recording, editing and 
mixing even basic audio tracks a 
complicated task. Meanwhile, most 
DAW software packages known for 
providing professional-quality audio 
recording capabilities restrict you 
to using a limited selection of audio 
interfaces. 

Propellerhead Record offers gi 
tarists a streamlined, intuitive audio 
recording software program that 
operates more like the old analog 
tape machines and mixing consoles 
we all know and love, without re- 
quiring a PhD in software engineer- 
ing. Record transforms the familiar 
gear of the recording studio—mixing 
console, outboard proce: and 
so on—to the virtual world the same 
way that Propellerhead Reason did 
with racks of synths, samplers, se- 
quencers and effects. The only other 
items you need to get up and run- 
ning are the audio interface of your 
choice, a computer and your instru- 
ments and mics. 


SSOT: 


FEATURES 
RECORD IS A virtual recording studio 
that allows you to record, arrange and 
mix in an easy-to-use, but powerful, 
environment. While the software is 
designed primarily for traditional 
instrumentalists or vocalists (in 
other words non-MIDI musicians), 


154 Gu 


TAR WORLD 


propellerhead 


SPECS 


LIST PRICE: $299.00 
MANUFACTURER: 
Propellerhead 
Software, 
propellerheads.se 
MINIMUM SYSTEM 
REQUIREMENTS: 
MAC: Intel Mac, 

1GB RAM, DVD drive, 
268 free hard drive 
space, Mac OSX 10.4, 
1024x768 monitor, 
CoreAudio compliant 
audio interface [ог 
built-in audio), free USB 
port for “ignition” key 
PC: Intel РА/АМО 
Athlon XP at 2GHz, 
168 ВАМ, DVD drive, 
26GB free hard drive 
space, Windows XP 
(SP2)/Vista/Windows 
7, 1024x768 monitor, 
audio interface with 
ASIO driver, free USB 
port for "ignition" key 


it does include powerful sequencing 
capabilities in addition to digital audio 
recording. Record lets you record an 
almost unlimited amount of tracks 
(limited only by your CPU's capacity. 
but you'll probably run out of ideas 
before you run out of tracks), and it 
accommodates up to 64 simultaneous 
inputs and outputs without latency or 
CPU overload issues. 


The software is 
configured in three 
main sections 
Sequencer, Rack and 
Mixer—each with 
its own window that 
you can resize to view 
together with other 
windows or separately. 
The Sequencer window 
displays audio waves. 
MIDI and automation 
data for track recording, 
arrangement and 
comping s. The 
Rack lets igna 
variety of effects and 
processors—which 
include EQ, compression, reverb and 
an assortment of Line 6 guitar and 
bass amp emulations—to each track 
individually. The Mixer is modeled 
from an SSL9000k console and 
includes EQ, dynamics, eight effect 
sends, insert effects and a fader for each 
channel, plus a master bus compressor. 

Record offers a v riety of 
professional-quality features and capa- 
bilities, such as audio time stretching 
(which can speed up or slow down 
audio without changing its pitch) and a 
64-bit mix bus that provides outstand- 
ing sound quality. The software is copy 
protected with a USB "ignition" key 
that allows you to use Record on a vari- 
ety of different computers. So you can 
record drum tracks in your drummer's 
garage, vocals in your singer's bath- 
room, and so on, without each band 
member having to buy his own soft- 
ware. Record also integrates se: у 
with Reason, allowing you expand your 
recording setup with a variety of virtual 
synths, samplers and effect process 
If you own Reason, you'll find that it 
launches within Record, like a fully- 
loaded plug-in, expanding your record- 
ing capabilities considerab 


ide va 


PERFORMANCE 
USING RECORD TO lay down tracks 
s plugging into a tradi 
tional hardware recorder. Once you've 


opened the application, you just select 
к” from the Create 
pull-down menu, and a new track is 
engaged and ready to record audio or 
MIDI. A convenient tuner function, 
represented by a tuning fork graphic, 
is included with each track. If you 
want to lay down audio with a proces 
sor such as the Line 6 Guitar or Bass 
emulation, you just go back to the 
Create pull-down menu and select the 
processor you want, and it's added to 
the Rack. Check your levels, hit the 
record button, and you're good to go. 

Getting the perfect take is ег 
thanks to intuitive loop recording 
and comp editing functions. In Loop 
recording mode, Record will record 
:ontinuously until the 
stop button is engaged. Each take is 
displayed in a stack when you switch 
from the Sequencer window's Arrange 
mode to Edit mode. The razor tool lets 
you select the best performances from 
individual takes and combine them 
nondestructively into a single track. 

sy to use, 


"create audio tra 


separate tak 


Besides being у! 
Record sounds great. The virtual mix 


e 


ing console delivers detailed, punchy 
sound, much like the SSL console it's 
modeled after, The audio time stretch- 
ing is especially noteworthy. I found 
tracks could be slowed down or sped 
up by 25 to 30 percent before artifacts 
became apparent, though the results 
varied from one type of recorded ma- 
terial to another. The Line 6 guitar and 
bass models are also a great feature of 
Record. While the selection is limited 
to three amps/thre 
amps/two cabs for each respective 
processor, these selections are auto- 
matically expanded when using any 
Line 6 USB interface, keyboard, pedal 
board or POD. Additional model packs 
are available as well, all of which 
makes Record an extremely strong 
platform for guitarists. 


THE BOTTOM LINE 
PROPELLERHEAD RECORD IS а powe 
ful, great-sounding audio recording 
package with straightforward, no- 
nonsense operation that any guitarist 
can master in minutes. ЗС 


NO SUPPORT FÜR 
THIRD-PARTY 
PLUG-INS 


FULLY INTEGRATED 
RECORDING, EDITING 


AND MIXING * EASY 
TO USE * EXCELLENT. 
TIME-STRETCHING 
CAPABILITIES 


SOUNDCHECK + THE GEAR IN REVIEW 


ARCH OF TRIUM 


Prestige Classic electric guitar 


s BY ERIC KIRKLAND 


RITISH COLUMBIA'S 

PRESTIGE Guitar: 

the youngest manufacturers 
in the industry, garnering rave 
reviews soon after its first guitar 
rolled off the line in 2003. Although 
the basic shapes and configurations 
of Prestige axes are inspired by 
classic instruments, each guitar is 
distinguishably modern in design. 
For example, the new Prestige 
Classic appears to be a standard, 
midpriced Les Paul-style guitar. 
Look a little closer and you'll see that 
its maple top is gracefully arched. 
Plug it in and you'll hear bright and 
lively sounds that are just as unique 
and unlike the expected tones of a 
mahogany singlecut. 


is one of 


FEATURES 

THE CLASSIC HAS à gorgeous, AAA- 
grade flamed maple over an extreme- 
ly light mahogany body. Prestige isn't 
the first company to use a bowed top, 
but its application is perfectly arched 
and less radical than other: 

The guitar's ergonomic appeal 
is obvious when you feel how the 
curved top places the forearm and 
right hand in an ideal position. 
Left-hand and arm positioning are 
similarly guided by the long and 
precisely shaped belly cut, which 
aligns the C c against your body 
naturally. The curve also puts more 
wood under the pickups and less 
on the outer edges, which makes it 
ble for the Classic to produce 
copious high-frequency levels. 
This abundant spank helps the 
chrome-covered Duncan JB and '59 


humbuckers sound more aggressive 

and sharp than they do in so many 

other guitars. 
The moderately deep C-shaped 

carve puts a lot of mahogany neck 

wood in the palm, making the Classic ammi 

not the fastest ax in the shed but 

certainly one of the more comfortable 

tools for everyday chores. Extra- 

jumbo fre 

touch sensitivity, while the rosewood 

board balances the ample upper 

midrange. 


aid string volume and 


SPECS 


LIST PRICE: $1,250.00 
MANUFACTURER: 
Prestige Guitars Ltd., 
prestigeguitars.com 
BODY: Mahogany, 
arced AAA-grade 


PERFORMANCE 

THE CLASSIC'S CLEAN tones are 
bouncy, stringy and precise, attributes 
that are especially appreciated 

» PEE SET flamed maple top. 
onstage, where the ability to cut a NECK: Mahogany, set- 
clear sonic path through the band is рп 

Á я агне : FINGERBOARD: 
more important than conjuring the Rsewood 
sweetest nuances. When the Clas: SCALE LENGTH: 24 3/4 
d n ER inches 
runs into an ov erdriven amp, FRETS: ар 
punchy mids and edgy highs HARDWARE: Chrome 
snap. These stinging r stop tall and Типе-о- 

с. 1 nn matic bridge, chrome 
easily be transformed into whining Grover tuners 
cocked-wah-style overtones when a 
little pinch harmonic flavor is added to 
right-hand attack. 


snarl and 
can 


pons 


CONTROLS: Dedicated 
volume and tone for 
each pickup, three-way 
selector toggle 
PICKUPS) Seymour 
Duncan $Н1-59, bridge; 
SH4-JB, neck 


THE BOTTOM LINE 
THE PRESTIGE’S CLASSIC is one of the 
most interesting and playable adap- 
tations of the singlecut mahogany 
theme. Its bowed maple top is an 
ergonomic marvel, and the slicing 
highs add a unique excitement to 
every note. SC 


The chrome-covered 
Seymour Duncan JB. 
and 59 humbuckers 
are loaded with 
attack and upper 
harmonic: 


CURVED TOP EASES 
RIGHT HAND STRAIN 
* BRIGHT TONES * 
REASONABLE PRICE 


DOESN'T PRODUCE 
THICK LOWS • NECK 
SHAPE DOESN'T 
PROMOTE SPEED 


PLUSH VERBRATOR TUBE-DRIVEN DIGITAL REVERB 


LOVE YOUR AMP but wish it a pedal board. 


effects. Separate level and 


had reverb? Or do you hate 
the “boingy" tones of your 
amp's spring reverb unit 
and crave the smooth, lush 
sound of digital reverb? The 
Plush Verbrator is an easy 
to use digital reverb unit 
with pro-quality sound and 
performance. The Verbrator 
also functions as an effect 
loop and a tube buffer for 
using long cables or driving 
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The Verbrator is designed 
for placement in an amp's 
effect loop. Though it can 
be placed in front of an amp, 
like a pedal, it has no an/ 

off switch, so the effect will 
always be оп, 

Inside the unit, a 12AX7 
tube powered by high-voltage 
levels delivers fat analog tane 
that perfectly complements 
the pristine digital reverb 


decay controls let you dial 

in exactly what you want, 

and on long decay settings 
the tails seem to trail off 
infinitely. Individual send and 
return controls let you match 
levels with effects connected 
to the pedal's loop section. 

Tf you love reverb and 
want to sound like a pro, the 
Verbrator is the way ta go. 

-Chris Gill 


MANUFACTURER: 
Plush by Fuchs, 
fuchsaudiotechnology. 
com 


The bowed 
body shape is 
ergonomically ideal, 


SOUNDCHECGK x THE GEAR IN REVIEW 


THE FAST TRACK 


TC Electronic PolyTune Poly-Chromatic tuner 


displayO — pitch — 


polytune’ 


poly-chromatic tuner 


© tuning 


tc electronic’ 


* BY CHRIS GILL 


OTHING PUTS THE pres- 

sure on like having to tune 

between songs during a gig. 
Even worse is when you're not sure 
your guitar is in tune and you have to 
stand onstage like a dork while you 
go through each string individually 
to verify its tunin 

The TC Electronic PolyTune is an 

incredible new polyphonic tuner for 
guitar and bass that lets you check 
your instrument's tuning as quickly 
as it takes to strum its open strings. A 
bold and simple display instantly lets 
you know which strings are in, and 
out, of tune. Begin to play individual 
strings, and the pedal automatically 
witches from Poly mode to Chro- 
matic mode, so you can concentrate 
on the ones that need tweaking. 


158 GUITAR WORLD 


SPECS 


LIST PRICE: $149.00 
MANUFACTURER: 
TC Electronic, 
tcelectronic.com 
FEATURES: True- 
bypass on/off 
footswitch, multi- 
function mini toggle 
switches, DC input 
and output jacks, 
1/4-inch mono input 
and output, large LED 
display, Polyphonic 
and Chromatic tuning 
modes, Guitar and 
Bass modes, Needle 
and Stream display 
modes, five semitone 
range Гог dropped 
tunings 


PON 01801, 


FEATURES 
ALTHOUGH THE POLYTUNE is about 
the size of an MXR Phase 90, it has an 
oversized, brightly lit display that is 
easy to see onstage. The only control 
on the pedal’s face is a true-bypass 
footswitch, A miniature recessed 
toggle switch located on the left side 
at the top of the unit lets you select 
Needle and Stream (strobe) modes 
for guitar or bass. A mini toggle 
switch on the right side drops the 
Poly mode’s reference pitch up to five 
semitones to accommodate guitars 


tuned down to E», D and so on, and 
the reference pitch can be calibrated 
from 435 to 445Hz. Other features 
include a DC output jack that lets you 
daisy-chain power to other pedals 
and a light sensor that automatically 
dims or brightens the display to the 
optimum setting for your environs. 


PERFORMANCE 
THE POLYTUNE IS incredibly easy 
to use. Just strum the open strings: 
those that are in tune are displayed in 
out-of-tune strings are shown 
d, either below (flat) or above 
(sharp) the center segment. When 
tuning individual strings in Chromat- 
ic mode, the PolyTune us 
color scheme and displays the value 


similar 


of the closest note. When you get an 
all-green *In Tune" confirmation, the 
tuning is perfect. The tuner is excep- 
tionally sensitive and will track even 
the lightest string vibrations, so you 
don't have to constantly pluck the 
strings to get a strong reading. 


THE BOTTOM LINE 
HE POLYTUNE IS an essential 
lifesaver for time-pressed gigging 
guitarists and perfectionist studio 
players. It shaves precious seconds 
off the tuning process while it 
provides dead-accurate tuning. SE 


INCREDIBLY FAST 
AND ACCURATE * 
HIGHLY VISIBLE 
GRAPHICS * WORKS 
WITH DROP TUNINGS 


NO BUILT-IN 

MIC FOR TUNING 
ACOUSTIC GUITARS 
*POLY MODE DOES 
NOT SUPPORT 
ALTERNATE TUNINGS 


RADIAL 
ENGINEERING 


KOMIT COMPRESSOR / 
LIMITER 


The Radial Komit combines the power of 
an advanced VCA compressor with the 
vintage tone of a diode bridge limiter in 
an easy-to-use format. 
The Komit features 
a feed-forward VCA 
compressor designed 
to react in real time 
to program material, 
and it can be adjusted 
from 1:1 compression 
all the way to 10:1 hard 
compression ratios 
using a single dial. This 
| control is augmented 
with a dynamic control 
that delivers slow, 
medium and fast attack 
and decay times аз 
the unit auto-tracks 
incoming signals. 
The Komit also has a 
separate 20:1 limiter 
that may be bypassed 
Radial or inserted to provide 
rma eer а dynamic ceiling for 
^ the audio track and to 
prevent distortion fram reaching the digital 
workstation. A 12-position switch provides 
repeatable limiter gain settings of -10d8 to 
+2198. The drive output gain control is post- 
compressor/pre-limiter and is equipped 
with auto-gain makeup to ensure more 
stable and natural-sounding 
dynamics, 
STREET PRICE: $449.99 
Radial Engineering, 
radialeng.com 


— 

CORT USA 
GENE SIMMONS 
GS-AXE-2 BASS 


Cort Guitars and Kiss 
bassist Gene Simmons have 
partnered to manufacture 
the GS-AXE-2 bass, This 

is a reproduction of the 
original AXE bass Simmons 
used on tour. The GS-AXE-2 
has a mahogany bady. 
hard maple neck with 
rosewood fingerboard, 
34-inch scale, passive 
electronics, Mighty 

Mite pickups and 

die-cast tuners. A 

padded gig bag with 
Simmons’ image is 
included. 

LIST PRICE: 

$699.00 

Cort USA, 

cortguitar.com 


SOUNDCHECK * BASS DESIRES 


CHUNK-A-LICIOUS 


Chunk Systems Brown Dog and Agent OOFunk Mark II pedals 


The Brown Dog fuzz 
goes from creamy 
hot chocolate to 
napalm. 


Ж BY ED FRIEDLAND 


N THE REALM of bass effects, 

two types stand out as the most 

popular: the fuzz/distortion/ 
drive pedal and the envelope filter, 
a.k.a, auto-wah. The ability to turn 
your bass into a raging bulldozer or 
a bubbling cauldron of percolating 
funkin s appeal, 
and manufacturers are always hop- 
ing to develop the ultimate example 
of each effect. 

Australian-based Chunk Systems 
throws its hat in the ring with two 
cool new pedals: the Brown Dog Gat- 
ed Bass Fuzz and the Agent 00Funk 
Mark II Envelope Filter. In addition 
to working independently of one an- 
other, the pedals connect together in 
that give you greater flexibility 
and synth-like clarity. 


has never lost 


FEATURES 
THE BROWN DOG has Soft and Hard 
modes to let you choose classic warm 
fuzz or acid square-edged tones, and 
dirty and clean level knobs so you can 
dial in the perfect mix of both signals. 
The clean control also offers a bit of 
extra gain if you need it. The gate 
control determines the input level 
that triggers the fuzz tone. This can 
prevent pickup hum and finger noise 
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"m 


gow 


from being amplified by the fuzz 


i circuit. It also controls the length, or 


“overhang,” of the distortion. Setting 
the knob toward the “Tight” designa- 
tion clamps down on the grind and 
leaves space for the attack of the next 
note, which is particularly useful 
when a lot of drive is applied. The 
range on the drive knob changes the 
character of the fuzz signal from mel- 
low, almost tube-like grit to a highly 
saturated square wave. The Dog has 
true-bypass operation and a dedi- 
cated envelope output that can feed 
an inverted-phase clean signal with 
+12dB of boost to the Agent 00Funk's 
Envelope input. 

The Agent 00Funk Mark II is 
a highly adjustable and sensitive 
envelope filter along the lines of the 
classic MuTron Ш, but with the 
benefits of quieter circuitry, true 
bypass and availability. The Agent 
has four control knobs: pitch, which 
selects the pitch range of the filter 
effect; smoothness, which controls 
the speed of the filter sweep; sweep, 
which affects the width of the filter 
sweep; and squelch, which adjus 
the filter resonance and the effect's 
extremity. An up/down switch 
changes the direction of the sweep, 


: giving you the choice between “wow” 


and “uhm” sounds. 


The Agent OOFunk 
Mark II is a great 
new contender in 
the envelope filter 

category. 


` SPECS - 


i The typical setup would be to place 
: the filter before the dis 


i LIST PRICES: 

i $350.00 each 

i MANUFACTURER: 

1 Chunk Systems, 
chunksystems.com 


i BROWN DOG 

i CONTROLS: Dirty, 

; clean, gate, drive, soft/ 
1 hard switch 

і CONNECTIONS: Input, 
i envelope out, output, 


ine-volt power 


i POWER: Nine-volt 
1 battery, external power 
i supply (not included] 


i AGENT OOFUNK 

1 MARKII 

i CONTROLS: Pitch, 

i smoothness, sweep, 
i squelch, up/down 

; switch 

1 CONNECTIONS: Input, 
1 envelope in, output 

i POWER: Nine-volt 

i battery, external power 
i supply (not included) 


ammi 


Each pedal is powered by a nine- 


: volt, which is tucked away in a battery 
і drawer that can be opened without 
i tools. The drawer is a cool idea, but 


the length of the battery wir: a 
little too short. The pedals can also run 


і on external power supplies, which, 
; unfortunately, are not included, 


PERFORMANCE 


і THE DOG DOES well at subtle settings, 
i getting close to the chocolatey tone of 


a tube amp in heat, but having control 
over the clean/dirty mix and gate 
helps the bass retain focus, punch 
and articulation with high fuzz levels. 
With the pedal in Soft fuzz mode, the 
low-end blooms and the highs are 


} smooth and natural, but switching to 


Hard mode brings out the mids and 


i gives the tone an edgy presence. 


The Agent 00Funk is a sensitive 
pedal that requires patience to master. 
Luckily, Chunk Systems made one of 
the most sought-after tones easy to 
produce—just set all the knobs at 12 
o'clock. The 00Funk has a ton of great 
sounds, but you must learn how to 
finesse your attack for each setting. 

Connecting the pedals through 
the envelope in/out jacks really 
brings out the best in the O0Funk. 


ortion, as the 
sensitive and the 


filter is more touch 


; distortion accentuates harmonics of 


the filter’s sweep. However, you can 
swap the order of the pedals and still 
connect the envelope, which yields a 
completely different-sounding effect. 
One other useful feature is that the 
OOFunk can be used as an effect loop 
to patch in other effect pedals using a 
mono 1/4-inch Ү cable. 


THE BOTTOM LINE 
THE BROWN DOGis a killer fuzz that 


i has lots of range and great presence 
: ina live mix, while the Agent 00Funk 


nails all the classic envelope tones 


i with hi-fi quality. Together, they 

: become almost another instrument 
: that adds analog synth-like 

і expression to your bass lines. SC 


“CON 


(BOTH) SHORT 
WIRES MAKE 
BATTERY CHANGING 
TRICKY * EXTERNAL 
POWER SUPPLY NOT_ 
INCLUDED 


(BROWN 006) 
FLEXIBLE, PUNCHY 


AND ARTICULATE 
* (AGENT OOFUNK) 
EXPRESSIVE AND 
CLEAN 


PRODUCT PROFILE 


SOLID ALASKAN SITKA 


Jay Turser Guitars & Basses 
JTA-530 TSB 

The newest acoustic from Jay 
Turser features a Solid Alaskan Sitka 
Spruce top for a big, big sound. 
Double acting truss rod and dove- 
tailed neck joint guarantee gorgeous, 
true tones. 

SRP: $299.99 

www.jayturser.com 

800.431.6699 


Hagstrom Guitars 
ULTRA SWEDE SPALNAT 

Hagstrom's most distinctive guitar, 

the Spalted Maple Ultra Swede has a 
magnificent finish and incredible sound, 
With 18mm thin-line neck, this is a shred 
monster. Coil tap for clean tone. 

SRP: $675.00 
www.hagstromguitars.com 

800.994.4984 


FOR BLAZING 
GUITAR TRACKS 


Focusrite 

SAFFIRE 6 USB 

The finest sounding audio interface on 
the market, the Saffire 6 USB features 
2 legendary Focusrite Mic-Preamps. 
Your guitars will sound amazing as 
you record them into your computer. 
Designed from the same Focusrite 
preamps used in professional studios 
around the world, try a Focusrite 
Saffire 6 today! 

SRP: $199.99 

www.focusrite.com 


(800) 994-4984 


GORGEOUS CUTAWAY 
Walden Guitars 


CG570CE 

High-gloss Grand Audi- 2 
torium body with Solid a y 
Western Red Cedar top, 

Mahogany back and ә 
Sides. Solid Rosewood 


fingerboard and Fish- 
man electronics give this 
distinguished guitar a 
beautifully alluring sound. 
On stage, at home, and in 
the studio, this guitar will 
astound any audience. 
SRP: $699.00 
www.waldenguitars,com 
(800) 994-4984 
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CUSTOM GUITAR HANGERS! 
Grip Studios 


Original hand-crafted designs built from resilient resins and steel 
reinforced mounts. Cushioned insert created with TAH3 technology 
gives ample protection and securely holds your Axe. Adjustable 
mounting allows for different shaped guitars and basses. Easy wall 
mounting and many styles and colors to choose from puts your babyin 
good hands. Manufactured in the USA 

SRP: from $39.99 

www.guitargrip.com 

(760) 351-6727 


«(09 
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MINI АМР PLUGS DIRECTLY INTO 
YOUR GUITAR! 


Amp U Plug N Play 

No guitar cord needed just plug it in and play! Tired of your guitar 
cord slinging around your mini amp? Your guitar securely carries 
the AMPUPLUGNPLAY. Fits in your guitar case and runs on a 9 volt 
battery. See us at NAMM booth number 1648. 

SRP: $29.95 

www.ampuplugnplay.com 
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NEW RELEASE: OZZY FROM THE 
'DIARY OF A MADMAN' STAGE 


KnuckleBonz, Inc. 

OZZY OSBOURNE AND RANDY RHOADS ROCK ICONZ STATUES 
Ozzy is featured in this limited edition statue from KnuckleBonz; 
only 3000 created. The Randy Rhoads Rock |соп2® figure depicts 
the guitar legend from this same period. Hand-painted/numbered 
collectibles; certificate of authenticity. 

SRP: $115 USD 

www.KnuckleBonz.com 

(800) 638-4180 


SHREDNECK - THE ULTIMATE PRACTICE AND 
WARM-UP TOOL FOR GUITARISTS! 


SHREDNECK LLC 

The SHREDNECK allows guitar players to warm-up any time a guitar is 
not convenient, in a car, train, plane, at the office, before gigs, etc. Use 
the SHREDNECK to work on scales, patterns and techniques, practice 
chord fingerings and movements along with building and maintaining 
calluses. The SHREDNECK is modeled after the first seven frets of a 
standard electric guitar. For acoustic players we offer the DREADNECK 
model fitted with bronze strings. Shown in photo are the new Zakk 
Wylde and Jason Becker signature models and the P-51 model 

SRP: $69.99 

www.shredneck.com 

(860)-413-9787 


A DAB WILL LUBE ҮА 
Planet Waves 


Friction can be a cause of tuning problems. Apply just a drop 

of Lubrikit to the nut, string tree and bridge to optimize tuning 
stability, combat string breakage, and end premature wear of the 
bridge and nut of your instrument. Tech-tested and approved! 
MSRP: $17.99 

www.planetwaves.com 

1-800-323-2746 


XCELERATOR VOLUME PEDAL 


Modtone Effects 

The ModTone MT-VOL Xcelerator Volume Pedal features a long taper 
parametric potentiometer that lets you ad just a dash of volume dip all 
the way to complete signal shutoff. With the variable range setting it 
allows you to back off a little on rhythm and crank it up for leads, 
emulate a sweeping tremolo or utilize the aux output section for line 
out to a tuner or use both at unity for a stereo splitter when using two 
amps. The Xcelerator Volume pedal is much more than your average 
volumepedal! 

List $89.95 

modtone-effects.com 


тг 
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CAPTAIN FRETMASTER'S GUITAR CHORD 
WHEEL AND SCALES GUIDE 
Captain Fretmaster 


Every guitarist should have these awesome tools in their guitar case! 
The easy-to-read, double-sided guitar wheel displays chords in all 
twelve keys (Major and Minor) and their relative fingerings. The 72 
page Scales Guide helps you command mastery over the scales and 
modes in each key, making it a cinch to memorize the fret board. Both 
the Wheel and Guide are designed to be used together. 

SRP: $19.99 

www.captainfretmaster.com 

415-990-9701 


THE ULTIMATE STRING CLEANING TOOL 
Dave Chiappetta Enterprises 


THE STRING CLEANER 

* Extends the life and preserves the tone of guitar strings 

* Revitalizes used, old, and damaged strings 

* Works with, or without, any guitar-string cleaning solution 
* Specially designed renewable microfiber for long term use 
* Patents Pending 

SRP: $12.99 

www.thestringcleaner.com 

(310)-699-8519 
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AWDDGARIDISPLIAVIDEIEDWER: 


THE GUITAR RIGS OF THE STARS 


R Q UT E Б Б Б Corey Beaulieu of Trivium talks about his diabolical tone settings for his 


Peavey B505 head and his new signature Jackson axes. 


Ж ву NICK BOWCOTT 


DESIGN PHILOSOPHY Trivium guitarist 
Corey Beaulieu is a devout Peavey 6505 acolyte, 
but the base settings for his tone have origins 
directly south of heaven. "It's a total metal 
cliché, but the trick I always do with my Peavey 
6505 head is to set the three tone controls to 
6, 6, 6," Beaulieu reveals. “It’s a great starting 
point if you don't have the luxury of a sound 
check. I've tried out a lot of other amps, but 
I always keep coming back to my 6505. It's a 
great metal amp, and perfect for what I do." 
After years of touring, Beaulieu discovered 


PEAVEY 6505 WITH MARSHALL 1960B 
STRAIGHT-FRONT 4x12 CAB LOADED 
WITH CELESTION 75-WATT SPEAKERS 


KO d dU 03 НАН ВВ ) 


BACKUP GUITAR 
JACKSON USA KV2 KING V 
(TRANSPARENT BLACK) 
STRINGS: DUNLOP (9 - 50) 

TUNING: DROP-D 
(low to high: DA D G BE) 

PICKUPS: EMG-85 (NECK) 

EMG-8 (BRIDGE) 


that pairingthe 6505 with one single Marshall 
1060B 4x12 cabinet was the best method to 
achieve Trivium's modern metal tones. “1 roll 
with the exact same basic rig whether we're 
playing a small club or 3 
CONTROL ISSUES Beaulieu’s pedal board 
is built around his MXR GT-OD Overdrive 
and Smart Gate noise suppressor, which are 
itched on for the duration of Trivium’s set. 
“I only use my wah and phase pedals for a 
couple of parts, because that’s how they were 
recorded,” Beaulieu says. “I don’t change 
channels on my 6505 head either; I just set the 
distorted channel and I'm ready to rock." 


MAIN GUITAR 
JACKSON PROTOTYPE 
SIGNATURE MODEL 
(BLACK WITH RED BEVELS) 


STRINGS: DUNLOP (9 - 50) 
TUNING: STANDARD 
(low to high: EA DG B E) 
PICKUPS: ЕМб-85 (NECK) 
EMG-81 (BRIDGE) 


(low to high 


MAIN 7-STRING GUITAR 
JACKSON PRO 
SIGNATURE MODEL 
(GUN-METAL 
WITH BLACK BEVELS) 
STRINGS: DUNLOP (9-50 WITH 60 ON 7TH STRING) 
TUNNG. STANDARD STRING 


PICKUPS: EMG-707 
(BRIDGE & NECK) 


FAVORITE PIECE OF GEAR “My brand-new 
Jackson Signature prototype guitars. They're 
based on the King V and are built to play heavy 
stuff and shred. I've always liked Jackson 
because they're really fast. They're just 
well-made guitars that sound great and are 
really comfortable and effortless to play. 
SECRET WEAPON *Before a show I like to 
pop on some really aggressive music, like 
Slayer or Sepultura, to get the adrenaline 
pumping. Also, Goody—our soundman—and I 
always have a pre-show shot of Jügermeister, 
which really gets the blood flowing. It's just 
enough to put me in the mood to rock." O 


TO PEDAL BOARD. 


SHURE ULXS4 WIRELESS UNIT 


BACKUP 7-STRING GUITAR 
CUSTOM SHOP KING V 
(TRANSPARENT RED) 
STRINGS; DUNLOP (9 - 50 WITH 60 ON 7TH STRING) 
TUNING: STANDARD 7-STRING 
(low to high: B E AD G B E) 
PICKUPS: EMG-707 
(BRIDGE & NECK) 


ITOTYPE 
GREY 


BEADGBE) 


ALL CABLES: 
PLANET WAVES. 


Picks: 
DUNLOP MEDIUM 


OVERDRIVE 


MXR 
GT-OD 


MXR DUNLOP 
CRY BABY 


WAH 


EVH 
PHASE 90 


Illustration by Adam Cooper/guitargeek.com 
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THE SOUL OF TONE 


The Band-Master® VM amplifier takes the desirable mid-powered tube 
head concept to “Vintage Modified” performance by combining a real 
E tube атр; with a complement of essential effects. 


а, “HIGHLY | 


NEW VINTAGE MODIFIED BAND- MASTER 


“Fender's 40-watt, all-tube, Vintage Modified Band-Master is an absolute 
joy to play and hear. It marries clean to overdrive so that every nuance 
shines, is capable of creating contemporary rock distortions and 
includes digital reverb, delay and chorus effects.” - Guitar World 


For more info, go to www.fender.com/vintagemodified 


Й 


The Soul Of Tone book is on a 
sale at www.fender.com Б 


" cM EN 
“етет FMIC. Fender", Barid-Master“, Stratocaster®, Strat" and the distinctive headstock design commonly found xS AKE HISTORY" 


these guitars, is a trademark of Fender Musical Instruments Corporation. All rights reserved. 


